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Introduction 


The relevance of the research topic is highlighted by the following reasons: 
audiovisual media (cinematography, television, and the internet) are effective 
means of affecting the audience, especially school children and youth (due to their 
age peculiarities and a high degree of their media contacts); in recent decades 
Russian schools and universities have significantly been altered and reformed and 
are still the focal point of vigorous debates; consequently, the analysis of school 
and university topic transformation in the mirror of Soviet, Russian and Western 
audiovisual media texts is highly topical nowadays both for culture studies, film 
studies and media education. 

Our research material is feature films about school and university; we use 
a comparative hermeneutic analysis of audiovisual media texts relating to the topic 
(including stereotypes analysis, ideological analysis, identification analysis, 
iconographic analysis, narrative analysis of media texts, media text’s character 
analysis, etc.), anthropological and gender analyses. 

For this purpose we understand the concept “media text” in the context that 
“definitions of media texts have moved far away from the traditional view of text 
as words printed in ink on pieces of paper to take on a far broader definition to 
include speech, music and sound effects, image and so on... Media texts, then, 
reflect the technology that is available for producing them” (Bell, 1996, p. 3). 
Obviously, in this respect, we imply that an audiovisual media text (in cinema) 
above all relies on the above-listed audiovisual images. 

The research objective is to provide a holistic characteristic, reveal the 
peculiarities, and identify the place, role and importance of the school and 
university topic in the mirror of Soviet & Russian films both for culture studies, 
film studies and media education through a comparative analysis. 

The object of research is the evolvement of the topic — school and university 
in the mirror of Soviet & Russian feature films. 

The subject matter of this studies the transformation of key conceptions, 
stereotyped models (by which we mean a generalized representation of various 
phenomena in a graphic and descriptive form) of the school and university topic in 
the mirror of cinema. 

The research hypothesis is that classification and a comparative analysis of 
content models, genre modifications, stereotypes of media texts on school and 
university will enable us to conclude about cultural, pedagogical, sociocultural 
lessons of this topic transformation; forecast the development of the topic; launch a 
teacher training course on the project’s subject. 

We use hermeneutic analysis methods of media texts suggested by C. 
Bazalgette (Bazalgette, 1995), A. Silverblatt (Silverblatt, 2001, pp. 80-81) and U. 
Eco (Eco, 2005, p. 209) giving due consideration to such key media education 
concepts as media agencies, media/media text categories, media technologies, 
media languages, media representations, and media audiences. 
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Our research problem results from a _ contradiction between a 
comparatively high investigation level of the school and university topic in Soviet 
audiovisual media texts of the 1960s — 1980s (primarily in cinematography) by 
Soviet researchers (Baranov, 1979; Gromov, 1982; Kabo, 1974; Levshina, 1978, 
1989; Paramonova, 1975, 1976; Penzin, 1973, 1986; Rabinovich, 1969; Rybak, 
1980; Stroeva, 1962; Tolstykh, 1988; Usov, 1980, et al.) and insufficient attention 
to a comparative analysis of the topic evolution in Russian audiovisual media from 
the Soviet period to the present day (Arcus, 2010; Zharikova, 2015; Shipulina, 
2010). On the other hand, foreign scholars (Bauer, 1998; Dalton, 1999; Farber & 
Holm, 1994; Keroes, 1999; Trier, 2001, et al.) who analyzed the school and 
university topic in audiovisual media texts did not attempt to compare the Western 
production of this kind to the Russian one. 

It should be noted that Soviet works about school and university in the 
mirror of audiovisual media not infrequently were deeply influenced by the 
communist ideology (especially it concerns works by K. Paramonova and Y. 
Rabinovich) that, in our opinion, prevented an in-depth analysis of the topic for 
culture studies, film studies and media studies. 

Foreign researchers in the first place were more interested in the political 
analysis of Soviet and post-Soviet media texts (Dubois, 2007; Kenez, 1992; 
Lawton, 2004; Shaw & Youngblood, 2010; Shlapentokh, 1993; Strada, 1989; 
Strada & Troper, 1997) rather than in the analysis of school and university on the 
screen. 

Neither Russian nor foreign researchers have approached the media 
education aspect of the comparative analysis of school and university in the mirror 
of Soviet & Russian audiovisual media texts so far. However, in our opinion, it is 
very useful both for education studies and culture studies, especially for training 
future teachers, cultural specialists, psychologists, sociologists, etc. 

It stands to reason that reading of any media text is changeable and subject 
to political regimes fluctuations. Hence, it becomes clear that Soviet publicistic and 
academic literature about school and university in the mirror of audiovisual media 
(Baranov, 1979; Gromov, 1982; Kabo, 1974, 1978; Paramonova, 1975, 1976; 
Penzin, 1973, 1986; Rabinovich, 1969, 1991; Soloveitchik, 1975; Stroeva, 1962, et 
al.) very often were based on communist ideological approaches. 

Let us site a passage from a book by one of media education leaders of the 
Soviet period — Y. Rabinovich (1918-1990): “The Communist party of the regional 
committee has adopted the course program... It concerns the university audience — 
future propagandists of the Marxist-Leninist theory, leaders of political education 
circles. That is why methodological issues are addressed in detail. ... By way of 
example, one unit from the course “Introduction”: “Soviet multinational art” is an 
active assistant of the Communist party in shaping people’s views and beliefs. 
Socialist realism is a creative method of the Soviet film art. V. Lenin considered 
the cinema to be one of the most important arts. Regulations of the Communist 
party and the Soviet government about literature and art... Art in the USSR and 
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socialist countries in combating the bourgeois commercial cinematography, 
aspirations of progressive film artists of capitalist countries to reach true 
representation of reality” (Rabinovich, 1991, p. 86). 

Media texts about school and university used to be analyzed in the Soviet 
time mostly from that standpoint. For instance, K. Paramonova (1916-2005), 
Professor of the Film Institute, when analyzing films about school children wrote 
in the 1970s that “cinema artists must promote raising communism builders by 
their films who are wholly developed, well-bred, tenacious and vigorous, selflessly 
devoted to the Soviet motherland and Lenin’s party. ... Questions of morality and 
ethics, the ideal that young citizens of our country should follow — all this is also 
reflected in many films” (Paramonova, 1975, p. 21). 

However, much fewer ideology-driven works which used some films 
about school at media studies were published in the Soviet period (Levshina, 1989; 
Penzin, 1986; Rybak, 1980; Usov, 1980, et al.). 

In the post-Soviet years, researchers preferred to ignore media 
interpretation of school and university. Some attempts to reflect on this topic from 
a new perspective were made, for example, by L. Arcus (Arcus, 2010) and N. 
Shipulina (Shipulina, 2010). O. Grigorieva (2007), T. Mitina (2015), T. Suspitzina 
(2002) and others explored the teacher’s image in the context of visual 
anthropology and gender studies. 

One of the few articles that are not only about an onscreen but also about a 
media image of the teacher belongs to A.A. Machenin (2016). But here again he 
mainly explores a media representation of the teacher’s image rather that the 
school and university topic in general but on modern material. By the way, both 
A.A. Machenin and N.B. Shipulina and some others, in our opinion, rightly point 
out that beginning from the 1970s — 1980s one can feel a significant decline of the 
social and moral status of the teacher on the screen. 

As to works by foreign researchers (Dubois, 2007; Kenez, 1992; Lawton, 
2004; Shaw & Youngblood, 2010; Shlapentokh, 1993; Strada, 1989; Strada & 
Troper, 1997, et al.), they did not analyze school and university in their studies of 
Soviet and Russian audiovisual media texts. Anyway, we failed to find any 
meaningful analysis of school and university in Soviet and post-Soviet audiovisual 
media in Western research works during our survey on the topic; though, of course, 
they studied the image of school and university in Western audiovisual media 
texts, mainly in the cinema (Ayers, 1994; Bauer, 1998; Burbach and Figgins, 1993; 
Considine, 1985; Dalton, 1999;. Edelman, 1990; Farber & Holm, 1994; Joseph 
and Burnaford, 1994; Keroes, 1999; Oliker, 1993; Schwartz, 1963; Trier, 2001, et 
al.). 

Let us give a generalized hermeneutic analysis of Soviet films about 
school and university with the help of technologies suggested by C. Bazalgette 
(Bazalgette, 1995) and U. Eco (Eco, 2005, p. 209). For this purpose we will 
roughly divide Soviet films about school and university into the following groups: 


1) silent films (1919-1930); 
2) sound films of the Stalin era and the first post-Stalin years (1931-1955); 
3) films of the thaw period (1956-1968); 
4) films of the stagnation period (1969-1985); 

5) films of the perestroika period (1986-1991). 
It stands to reason that these timeframes of the periods, in our opinion, 
cannot be precisely defined; the same goes with attaching films to a certain period. 


Table 1. The number of Soviet and Russian films related 
with the topic of the school and university (from 1919 to 2018) 


Times’ Genres of the films about school and universities Total 
periods | Drama Comedy Melodrama | Detective Thriller Fantasy Other | (number, 
(number, %)| (number, %| (number, %)| (number, %| (number, % (number, %)| genre | %) 

1919-1930 | 10 (100.0) 0 (0.0) 0 (0.0) 0 (0.0) 0 (0.0) 0 (0.0) 0 (0.0) | 10 (2.4) 
1931-1955 | 36 (87.8) 4 (9.8) 0 (0.0) 1 (2.4) 0 (0.0) 0 (0.0) 0 (0.0) | 41 (9.9) 
1956-1968 | 32 (68.2) 9 (19.1) 5 (10.6) 1 (2.1) 0 (0.0) 0 (0.0) 0 (0.0)} 47 (11.4) 
1969-1985 | 97 (63.8) 36 (23.7) 15 (9.9) 1 (0.7) 0 (0.0) 2 (1.3) 1 (0.6) | 152 (36.9) 
1986-1991 | 44 (84.6) 2 (3.8) 2 (3.8) 2 (3.8) 1 (1.9) 0 (0.0) 1 (1.9)} 52 (12.6) 
1992-2018 | 41 (37.3) 43 (39.1) 17 (15.4) 2 (1.8) 3 (2.7) 3 (2.7) 1 (0.9)| 110 (26.7) 
Total: 260 (63.1) 94 (22.8) 39 (9.5) 7 (1.7) 4 (1.0) 5 (1.2) 3 (0.7) | 412 (100.0) 


If we put the data in Table | into charts, they will look like this: 


Diagram 1. The number of Soviet and Russian films related to school and university 
subjects, distributed over time periods and genres. 
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Diagram 2. The number of Soviet and Russian films related to school and university 
subjects, distributed over time periods and genres (in %). 


Drama, % Comedy, % Melodrama, % 

Both in Table 1 and in Diagrams | and 2, it can be seen that the peak of 
interest in the school / university topic on the screen fell on the so-called 
“stagnation” period (1969-1985), when in 16 years 152 films appeared on the 
country's screens (36.9% of the total number of tapes on this topic). In the second 
place is the Russian period (1992-2018) — 110 films (26.7%). 

However, according to the average annual number of films made on the 
school-university theme, the periods 1969-1985 (about nine tapes annually) and 
1986-1991 (over seven tapes annually) are in the lead. 

A noticeable decrease in the number of films about the school and the 
university was noted in the 1990s, and this was due to a general decrease in film 
production in Russia. 

It is also interesting to trace how the ratio of the number of fiction films 
related to school / university subjects, distributed by genres, has changed. 

As can be seen from Table | and Diagram 2, in the genre relation from 1919 
to 2018 in the school / university film thematics dominated: dramas — 260 (63.1%), 
comedies — 94 (22.8%), melodramas — 39 (9.5%). 

The data of Diagram 2 show that the drama genre especially prevailed (about 
90% of all films about the school and the university) in the period 1919-1955 and 
during the "perestroika", while peaks of the production of comedies occurred in the 
Russian period: 39% of all films in school—university theme (with a significant part 
of the films about the university was shot in the Russian period of the 2000s, and 
also mainly in the comedy genre) and the period of "stagnation", when this kind of 
tape was the fourth part. 

The dominant drama is quite understandable — in Soviet times, not only 
school-university subjects, but cinema in general was focused primarily on the 
drama genre (whereas comedy, melodrama, detective and fantasy were presented 
in a metered version). 

Comparing the data in Table 1 and Diagram 2 with our school-based films 
on school-university topics, it reveals that there are more comedies and 


melodramas in the years of relative social stability, while dramatic plots dominated 
in years when confrontation prevailed in society. 

In contrast to the cinema of western countries, even in the post-Soviet period 
the number of films on school-university themes made in the genres of detective, 
thriller, fiction and horror films did not exceed three to four percent. At the same 
time, of course, during the Soviet period, there were no thrillers and horror films 
on school subjects at all, and fiction and detective stories were also within two to 
four percent. 

And if in the Soviet period, the prevalence of traditional genres of drama, 
comedy and melodrama in school-university subjects depended largely on 
ideological attitudes (virtually eliminating "bourgeois" genres), in post-Soviet 
times it is quite difficult to explain why Russian producers did not dare to 
commercialize mass production quite cost-effective in the West genres of thriller 
and horror film on school and university material. 
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1. Soviet silent films about school and university (1919-1930) 


Venue; historical, sociocultural, political and ideological contexts 

Historical background of media texts, market conditions that contributed to 
the plot and creation of media texts, impact of that time events on media texts 

This historic period was marked by such important events as the civil war 
(main fighting took place in 1918-1920 while in the Far East the war continued up 
to 1924); famine in the Volga region (1921-1922); the Kronstadt Rebellion (1921); 
antireligious policy; attempts to manage child neglect and illiteracy (during 1919- 
1930); the New Economic Policy (NEP) plan implementation that restored the 
economic market and petit bourgeoisie (the so-called NEPmen) for a short while 
(1921-1928); creation of the USSR (1922) and the All-Soviet Union Pioneer 
Organization (1922) supervised by Komsomol (established in 1918); death of 
Vladimir Lenin (1924); struggle for power in the higher USSR echelons (as a 
result, Leon Trotsky — the main rival of Joseph Stalin was removed from all 
decision-making posts in 1927 and was exiled in 1929); collectivization in 
agriculture (1928-1930); introduction of universal primary education in schools 
(since 1930); the beginning of industrialization (the first five-year plan of the 
national economy development of the USSR was adopted in 1928); Bolshevist 
repressions against other political parties, the noble class, the bourgeois class, the 
clergy and intelligentsia. 

A relative creative freedom amid the ideological censorship in culture and 
arts enabled Soviet artists, writers, photographers, theatre workers and film-makers 
to carry out radical experiments with the form. Due to this relative freedom 
hundreds of western entertainment films were widely shown during the NEP years. 

The new economic policy in the USSR led to the establishment of 
incorporated, cooperative film companies, and in the 1920s the Soviet film 
industry actually worked in a competitive market that revived genre commercial 
film making. 

It goes without saying, the political and sociocultural conditions, events that 
contributed to the plot and film production of Soviet films of the 1920s could not 
but influence films about children and for children. Hence, for example, there were 
produced films about exploits of teenagers during the civil war, about homeless 
children and pioneers, about eradication of illiteracy and so on (Red Devils, 1923; 
Vanka — a Young Pioneer, 1924; The Island of Young Pioneers, 1924; Golden 
Honey, 1928; Small and Big, 1928; Torn Sleeves, 1928; Tanka — the Bar Girl, 
1929, et al.) 

How the knowledge of real historic events of a given period promotes 
awareness of these media texts, examples of historical allusions in these media 
texts. 

There were a lot of films about children (in particular, about homeless 
children) in the 1920s in contrast with films about school and university — there 
were about a dozen of them. And this is understandable from the commercial point 
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of view: it was much easier and more beneficial to attract audiences to watch films 
about heroic “red devils” fighting with “whites”, to watch screen stories about 
young homeless thieves rather than films about real school everyday routine. 

Sociocultural, ideological, worldview, religious contexts 

Ideology, world outlook of these media texts authors in the sociocultural 
context; ideology and world culture reflected in the media texts. 

The communist ideology in the USSR failed to attain its objective in the 
1920s since the new economic policy prevented complete state regulation and total 
censorship of film making (as well as of culture in general). There were no 
“allotments” concerning films about school, though their creators were supposed to 
stick to the communist ideology. 

World outlook of people belonging to the “world of school” reflected in the 
media texts. 

The world outlook of people in Soviet silent films about school was entirely 
optimistic: illiteracy and homelessness were perceived as transient phenomena in 
contrast to the Pioneer and Komsomol movements that were recognized as 
constant and inviolately progressive ones. 

The value hierarchy in this worldview was: the most meaningful school 
protagonists of Soviet silent cinema — pioneers and Komsomol members — were 
characterized by communist ideological commitment, collectivism, heroism, 
honesty, uncompromising attitude to internal and external enemies, atheism, 
industry, readiness to help good or not quite good people. Adherence to such 
values used to be the basic stereotype of success. Such values in the cinema were 
not only to be reflected but also impressed, formed and strengthened. 

Structure and narrative devices in these media texts 

The structure, plot, representativeness, ethics, genre modification, 
iconography, characters can be roughly presented as follows: 

Venue and period of media texts 

The setting of the media texts: the recent past (the revolution, the civil 
war) and present (the 1920s). As previously noted, the movies of the 1920s showed 
children mainly as fighters (with “whites”, bourgeois, kulaks and other negative 
personalities). And even films about school did not focus on studies but on the 
vigorous pioneer and Komsomol activity. 

Household goods and living conditions: the setting and household items in 
the films about school are modest and ascetic. 

Genre modifications: drama, adventure drama. 

Devices of reality representation: 

— positive characters are often shown in an idealized variant; 

— negative characters, by contrast, are grotesque with prominent negative 

traits. 

Typology of characters: 
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— age of characters: school students are 7-17 years old, however, there are 
more teenagers among them; the age of the other characters is different, but grown- 
ups under 60 prevail; 

— level of education: school students’ level of education corresponds to their 
grade, teachers allegedly have a higher (university) education, the education of 
other characters can be different; 

— social status, profession: the financial situation of school children is 
approximately equal, but they can come from both workers’ and peasants’ families 
and intelligentsia. Their parents have various professions. 

— marital status of characters: school students are naturally unmarried yet; 
most adults are married; 

— appearance, clothes, constitution of characters, their character traits, 
vocabulary: the appearance of school children in films of the 1920s is varied. 

Photos of the 1920s give us a glimpse of the appearance, clothes and 
constitution of Soviet school students and teachers of that time. 
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Soviet school students of the 1920-s at the lesson 


Most school characters in Soviet films of the 1920s possessed tenacity of 
purpose, emotionalism, energy, optimism, courage, adherence to principles, 
common speech vocabulary, ambition to become part of the pioneer/komsomol 
collectivism, to do well in school, to help the elderly. And if there were characters 
who showed negative traits, they changed for the better in the end... 

Significant changes in the lives of the characters: a young man lives a 
normal life but then he learns that his peers have already joined the pioneer 
organization. 

Problem encountered by the character: disruption of a character’s usual life 
(for example, the young man is eager to become a pioneer against his religious 
parents’ will); 
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Soviet teachers of the 1920s 


Solution to the problem: the young man becomes a pioneer after overcoming 
all the obstacles. 

As for teachers in the films, they used to be portrayed: 1) either as fighters 
for a new communist future; 2) or as representatives of the former grammar school 
who gradually begin to realize the meaning of revolutionary changes. 

Naturally, there were also teachers-enemies in the films of the 1920s. For 
example, the film A Man with a Case (1929) showed a former “white” guard who 
became a university professor after the civil war. Besides that this professor 
maligned honest people, left his wife, and to crown it all killed his friend to 
conceal his past crimes... 
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2. Soviet films about school and university of the Stalin era and 
the first post-Stalin years (1931-1955) 


Venue; historical, sociocultural, political and ideological contexts 

Historical background of media texts, market conditions that contributed to 
the plot and creation of the media texts, impact of that time events on the media 
texts. 

The greater part of this historic period coincides with the peak of the Stalin 
totalitarian era of the socialist regime (national domain, the communist party and 
its ideology, I.V. Stalin’s unlimited power based on repressions and 
industrialization). 

The period of forcible collectivization of private peasant farms (1928-1930) 
was followed by the 1932-1933famine which claimed the lives of 7 million people 
(Statement..., 2008). The second half of the 1930s was marked by mass 
repressions which affected as many as 4 million people, about a million of whom 
were shot (Roginsky, 2010). 

The Great Patriotic War of 1941-1945 was the most serious test for Soviet 
people that took the lives of tens of millions of people. The post-war period of 
1946 — the early 1950s was marked not only by reconstruction of destroyed cities 
and factories but also by new (though not so large-scale as they were in the 1930s) 
repressions of the Stalin regime, confrontation with leading Western countries (the 
so-called post-war “cold war”). I.V. Stalin’s death in March 1953 triggered 
changes in the USSR, though the most important “thaw” changes began only after 
N.S. Khrushchev’s uncovering of Stalin’s crimes and his “cult of personality” at 
the 20th Congress of the Communist Party of the Soviet Union in 1956. 

As for school education, during the 1930s and in the early 1904s it was 
mixed but from 1 September 1943 till 31 August 1954 the Regulation of the 
Council of People's Commissars of the USSR Ne 789 of 31 May 1943 “On 
introduction of separate education for boys and girls in the 1943-1944 school year 
in secondary schools in regional cities, capital centers of Union and autonomous 
republics and large industrial cities” came into effect. It ran that “co-education of 
boys and girls in secondary schools causes some difficulties in raising children; 
such co-education neither takes into account the physical development of boys and 
girls, career education, practical training, military education and training nor 
provides the required discipline of school students” (Statement..., 1943). 

During the greater part of the mentioned period the cinematograph in the 
USSR already belongs to the state, though in 1928-1936 there was a Soviet- 
German studio “Mezhrabpomfilm” in Moscow created instead of the former joint- 
stock studio “Mezhrabpom-Rus’’(1924-1928). In 1936, “Mezhrabpomfilm” was 
transformed into a film studio “Soiuzdetfilm” (since 1948 it became known as the 
M. Gorky film studio). Thus, unlike the studio “Mezhrabpomfilm” the studio 
“Soiuzdetfilm” began to specialize in films for children and youth. 77 films were 


15 


shot by Soiuzdetfilm from 1936 till 1948 in all. And though they were primarily 
intended for children and youth, the topic of school was not major there. 

It goes without saying, that the political and sociocultural conditions, events 
contributed to the plot and creation of these films, dictated their rules. That is why 
the films about school of the 1930 — the first half of the 1950s to a greater or lesser 
degree reflected the “general” policy of the ruling and the only party. 

Good school children were always on the side of Bolsheviks while worse 
students (they still appeared on the screen) either improved in the end or were duly 
punished. 

How the knowledge of real historic events of a given period promotes 
awareness of these media texts, examples of historical allusions in these media 
texts. 

For obvious reasons the Soviet films of the 1930s — 1950s did not even 
mention the terrible famine of 1932-1933, mass repressions and concentration 
camps, but they contained a lot of revolutionary politics, spies and collectivism 
ideas in them. Lack of market competition and self-preservation instinct made film 
makers interested in the ideological and political “correctness” of their production 
but not in their financial profitability. 

For example, on the threshold of revolution children in the film “Three 
Children from the Same Street” (1939) helped a Bolshevik to spread leaflets 
against the tsar and his government. Grammar school students carried bullets in 
their school bags to Bolsheviks in the film The Lonely White Sail (1937). The film 
The Ballad of Cossack Golota (1937) told about children who sided with “reds” 
during the civil war. A teenage gypsy in the film Friends from a Gipsy Camp 
(1938) behaved in the same way. The film Partisan’s Daughters (1935) showed 
children who struggled with rich peasants (that is with the so-called “kulaks”’). 
Courageous kids helped the Soviet border patrol in the film Ai-Gul (1936). The spy 
film Gaitchy (1938) told about a pioneer who also assisted frontier guards: he 
helped them arrest a Chinese spy (a former “white” guard) named Yanyga and a 
traitor — engineer Sapov. The film High Award (1939) related a story about a spy 
who infiltrated under a mask of a clown into a country house of a Soviet aircraft 
designer where his children were spending their vacation. The film The Train to 
Moscow (1938) showed children who prevented a train crash. In the film Captain 
Varya (1939) a girl rescued a lighthouse-keeper. In the film Siberians (1940) 
school students were looking for Stalin’s smoking pipe that he had given to a local 
hunter during his banishment in tsar Russia. In the film “Zimur and his Team” 
(1940) pioneers helped elderly people and soldiers’ families with domestic work. 

The topic of school was not mentioned in the trilogy by M. Donskoy (My 
Apprenticeship, Gorky’s Childhood, My Universities) based on A.M. Gorky’s 
prose either... 

As a rule, school students in the films created in the 1930s — 1950s do not 
study, instead they “1) struggle with enemies of all kinds (from spies to rodents)”; 
2) hold sittings, elections, meetings and votes; 3) work or enjoy unrealistic 
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children’s hobbies necessary for their future profession, for example, — poultry 
breeding” (Pritulenko, 1995, p. 106). 

We share the view of N.I. Nusinova that “the cliché of the Soviet era — 
“children are our future” turned the children’s film world of the totalitarian epoch 
into the Orwellian futurology where children were little adults or aliens from the 
wonderful world of communism into this still imperfect grown-up world of 
communism being built. The Soviet child had a power of young Heracles, a life 
experience of a mountain Sapient and a political awareness of a district committee 
secretary of the communist party” (Nusinova, 2003). 

On the whole, only 8 films about school (10%) were shot by the 
“Soiuzdetfilm” studio out of 77 films: Class Seven (1938), Personal File (1939), 
Spring Stream (1940), Brother of a Hero (1940), Romantic People (1941), The 
Village Teacher (1947), The Red Scarf (1948) and The First Grader (1948). 

Other Soviet film studios also made films about children and school during 
this period, though it did not make any difference, since there were very few such 
films. 

Thus, “school as it is — with its daily routine, corridors, recreations, 
classroom, rows of desks, blackboard, teachers and students — was nearly absent in 
Stalin’s cinematograph. If it was scarcely mentioned it was given little screen time, 
and the episodes connected with school served as some background of the plot (as 
in the unissued film Father and Son by M. Barskaya). The unsuccessful films 
Class Seven by Y. Protazanov and Personal File by A. Razumny were exceptions 
that proved the rule” (Arcus, 2009, p. 206). 

L. Arcus gives the following reasons for that: 

— the danger of the school structure for the film industry as it reminded about 
the state model too much; 

— impossibility to show a school student (as a dramatic character) not as a 
hero (revolutionary struggle, exposure of spies, rescuing people), because no 
serious conflicts and dramas in screen versions of the Soviet school were possible; 

— the changes that the state pedagogical conception underwent; it replaced 
the so-called “perekovka” in the 1930s (i.e. reeducating of erring children and 
teenagers with labour and collectivism, aimed at teaching them strict discipline and 
the established Soviet standards of behavior, the deviation from which was 
punished with repressions) (Arcus, 2009). 

This conception seems weak to us due to the following reasons: 

— the Stalin film industry endeavored to show not a real but an ideal Soviet 
school with a united positive community of teachers and students where either a 
liar or a boaster could appear for only a short while, as he would soon realize the 
gravity of his offence and again joined the honest and modest school community). 
Hence, such a presentation of school system and models of such conflicts supplied 
the audience with the associations connected with a rather positive image of the 
socialist state and this did not threaten the regime but, on the contrary, provided 
strong support for the communist propaganda; 
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— though the image of a school hero dominated in the Stalin cinematography, 
it coexisted with images of ordinary good school students who rectified 
“misguided” fellow students; 

— though the state pedagogical conception underwent substantial alterations 
since the mid-1930s (Statement..., 1935), it did not affect the worked-out film 
pattern of correcting bad school children: in the films Class Seven (1938) and The 
Red Scarf (1948) negative characters mend their way under the influence of 
positive characters... But the films of the second half of the 1940s — the first half 
of the 1950s showed the established single-sex education in schools. For example, 
in the film The Red Scarf (1948) a brother and a sister study in different schools — 
for male and female students, whereas in the film Alesha Ptitsyn Develops his 
Character (1953) the main character, who learns that a woman-trainee would teach 
them a lesson, reacts so: “A college girl won’t cope with us. ... It will be hard for 
her to deal with us”. And his classmate agrees with him: “She’d better go to a girls’ 
school, girls are easier to deal with, after all”. 

Sociocultural, ideological, worldview, religious contexts 

Ideology, world outlook of these media texts authors in the sociocultural 
context; ideology, world culture reflected in the media texts. 

The dominant communist ideology, total government control and strict film 
censorship of the Stalin era took away any choice from film makers: they had to 
stick to this ideology based on national property, collectivism, and bolshevism 
(including extensive glorification of proletariat leaders), atheism, class struggle, 
hatred to USA and European bourgeoisie, and “public enemies”. The so-called 
socialist realism dominated in the Soviet culture of the 1930s — the first half of the 
1950s, which certainly involved films about school. Undoubtedly, the socialist 
realism had nothing in common with genuine realism; it was more like an idealism 
created according to the official political dogmas of that time. 

World outlook of people belonging to the “world of school” reflected in the 
media texts. 

The world outlook of people in Soviet films about school made in the 1930s 
— the first half of the 1950s was very optimistic and aimed at building the “bright 
communist future”. School students were united into a successful and happy 
collective body guided by wise tutors (teachers, parents, party officials), able to 
shape their own destiny, i.e. turn into standard “cogwheels” in the world-beating 
socialist state machine. 

The value hierarchy in this worldview was: communist ideological 
commitment, collectivism, heroism, honesty, uncompromising attitude to internal 
and external enemies, atheism, and industry, readiness to help good or not quite 
good people. Adherence to such values used to be the basic stereotype of success 
in that screen world. Such values, attitudes and conduct in the cinema were not 
only to be reflected but also impressed, formed and strengthened. These values 
were constant throughout the film action. If a student temporarily betrayed these 
values, he successfully returned to them at the end of the film. 
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Structure and narrative devices in these media texts 
The structure, plot, representativeness, ethics, genre modification, 
iconography, characters can be roughly presented as follows: 

Venue and period of media texts. Let us omit the stories about children- 
heroes who help “red” soldiers and border patrol. The scene in the films made in 
the 1930s — the first half of the 1950s about school is laid in school classrooms, 
corridors, courtyards and flats, and the time in the film coincides with the time 
when the film was released. 

Household goods and living conditions: the setting and household items in 
the films about school are modest and ascetic, though the poverty of the students’ 
families is not accentuated. For example, the film The First Grader (1948) shows 
the beginning of the new school year: there is a big portrait of Stalin in the hall, 
there is a typical Lenin’s phrase for all Soviet schools on the wall: “Learn, learn 
and learn!” There is a banner at entrance — “Welcome!” The school students hear 
the words from the school radio: “We congratulate Soviet school students on the 
beginning of the new school year”. 

Genre modifications: mostly drama, sometimes comedy. 

(Stereotype) devices of reality representation: 

— positive characters are often shown idealized; 
— negative characters, by contrast, are grotesque with prominent negative features; 
— there appears a “intermediate” option— a character who looks negative (or partly 
negative, or misapprehensive) in the beginning, but later he corrects his conduct 
under the influence of his friends / parents / peers and joins his well-bred and like- 
minded classmates (Wake Up Lenochka, 1934; Class Seven, 1938; Brother of a 
Hero, 1940; The Red Scarf, 1948; Towards Life, 1952; Alesha Ptitsyn Develops his 
Character, 1953; Certificate of Education, 1954, etc.). 

Typology of characters: 
—age of characters: school students are 7-17 years old, however, there are more 
teenagers among them; the age of the other characters is different, but grown-ups 
under 60 prevail; 
— level of education: school students’ level of education corresponds to their 
grade, teachers allegedly have university education, the education of other 
characters can be different; 
— social status, profession: the financial situation of school children is 
approximately equal, but they can come from both workers’ and peasants’ families 
and intelligentsia. Their parents have various professions. 
— marital status of characters: school students are naturally unmarried yet; most 
adults are married; 
— appearance, clothes, constitution of characters, their character traits, 
vocabulary: the appearance of school children in the films of the 1930s — the first 
half of the 1950s comply with Stalin’s socialist realism stereotypes. 

This film frame from the film The Red Scarf (1948) gives a good glimpse of 
the characters’ — school students’ — looks, clothes, and constitution. 
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A frame from the film The Red Scarf (1948) 


Thus, school students in the films of the 1930s — the first half of the 1950s 
were mostly motivated, emotional, active, optimistic, brave, balanced, with polite 
speech (though sometimes rhapsodic), determined to become useful members of 
the pioneer/komsomol organization, to study well and help the elderly. As for 
negative characters (boastful, deceitful, etc.), they would always change for the 
better at the end of the film. 

As for teachers in the films, they often became symbols of struggle for new 
communistic future and “to create such image of a struggling teacher, a heroic 
personality (almost a mythologic hero) the film contained elements of extreme 
social environment, where the teacher had to survive and resist either a real enemy, 
such as former kulaks seeking to kill him (for example, in the films Tanka — the 
Bar Girl, Alone) or a non-personified enemy such as homelessness, juvenile 
delinquency (Road to Life, The Pedagogical Poem)” (Shipulina, 2010, p. 6). 

By the second half of the 1930s the Soviet screen presented a super positive 
image of the teacher and educator which was approved and respected by the 
government (honors, diplomas and other awards) and the whole society. For 
example, the main character in the film “Zhe Teacher” (1938) was nominated a 
deputy to the Supreme Soviet of the USSR, and the audience hears a phrase which 
is very important for the ideological conception: “The teacher is a new person, and 
the Soviet power has made him so!” The films The Village Teacher (1947), The 
First Grader (1948), The Pedagogical Poem (1955) created similar screen images 
of exemplary and respected teachers and educators. 

Taken as a whole, the Stalin era “constructed a professional image of the 
school teacher combining the images of the Soviet and Russian intellectual. The 
old image was to legitimatize the Soviet one due to their common past. The main 
features of the pre-revolutionary intellectual myth (the messianic idea, 
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enlightenment, asceticism, unselfishness) were interpreted in a new way in the 
Stalin worldview” (Chashchukhin, 2006, p. 135). 

This film frame from the film The Village Teacher (1947) gives a good 
glimpse of the characters’ — school teachers’ — looks, clothes, and constitution. 


A frame from the film The Village Teacher (1947) 


At the same time the Soviet cinematograph remembered to criticize the 
school and teachers of the czarist regime. The films The Conduit (1935) and Man 
in a Case (1939) presented negative images of grammar school teachers: 
dogmatists and reasoners with a disagreeable appearance. 

Significant changes in the lives of the characters: school children live a 
usual active Soviet life but there is a student among them who: is always late for 
school (Wake Up Lenochka, 1934), tells lies (Brother of a Hero, 1940), neglects 
schoolwork (Spring Stream, 1940), refuses to design a model airplane (Class 
Seven, 1938), refuses to fulfill a community assignment (The Red Scarf, 1948), 
considers himself superior to others (Certificate of Education, 1954). There were 
also (but very rare) worse variants when a school student commits a theft of school 
property (Personal File, 1939). 

Problem encountered by the character: disruption of usual life because there 
is a character among school students who for one reason or another becomes an 
outsider in the harmonious team of the socialist school. 

Solution to the problem: the “right” characters (school students, teachers, 
parents, senior party officials) individually or by joint efforts put the “wrong” 
student on the right track — to become a true pioneer/communist. 

Unlike the school topic the topic of university was marginal for the Soviet 
cinematography of the 1920s — the first half of the 1950s (see, for example, The 
Right to a Woman, 1930; The Law of Life, 1940) and had no apparent impact on 
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film making. Seemingly, university at that time was considered to be a too elite 
institution to be worthy of mass replicating on the screen. 

Conclusions. Thus, the hermeneutic analysis of media texts about school and 
university of the 1920s — the first half of the 1950s enables us to draw the 
conclusion that the Soviet cinematography based on the communist ideology: 


in the 1920s sought to depict children, teenagers, youth as committed 
ideological fighters (who set a good example to backward-looking adults) 
for the Soviet power and atheism, for the pioneer movement, for sports 
records; fighters against enemies of different types, illiteracy and 
homelessness, instead of usual school children who are busy studying or 
playing games; 

in the 1930s — early 1940s showed school children mostly as fighters: 1) 
with spies and other public enemies; 2) with German occupants; 3) with 
negligent and bumptious students; 

in the second half of the 1940s — the first half of the 1950s focused on a 
mild variant of school struggle against negligent and bumptious students; 
by the mid-1930sdeveloped a screen image of an ideal teacher, a true 
leader of the communist doctrine, respected by the government and 
society, a skillful and successful professional; 

used stereotyped storylines, role and gender character profiles in the films 
about school and university thus avoiding genuine realism and 
psychological narrative depth. 
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3. Soviet films about school and university 
of the "thaw" period (1956-1968) 


The "thaw" (1956-1968) in the USSR quite significantly changed media 
interpretations of school and university. A characteristic feature of the this period 
was the so-called "return to Lenin's norms of life," which in practice meant that, 
politicians tried to take, from their point of view, the most valuable aspects of the 
1920s policy. As for the schools - it meant democracy elements in the educational 
process, a certain, albeit constrained by ideology, creative freedom of teachers and 
students. As A. Prokhorov aptly notes, films about school in the 1960s reflected 
the general spirit of the revived utopianism (Prokhorov, 2007). 

In this context, it is interesting to compare two films of the 1960s depicting 
schools of the 1920s: Beat, the Drum! (1962) and Republic of SHKID (1966). 

The first of these films, made during the "early thaw" period, is a mixture of 
naive (although perhaps timeserving disguised as "naive") ideas of the authors 
about the total rightness of the communist reformers of the school system (young 
characters organizing the pioneers' community) and the negative image of the 
representatives of the old gymnasium (the teacher of mathematics and the best, 
well-born students of the class. 

The second one, on the contrary, (also somewhat naively, but sincerely) 
asserts the possibility of integration of the best representatives of the pre- 
revolutionary intelligentsia (the principal of school for orphans named after 
Dostoevsky — Viktor Nikolayevich Sorokin, nicknamed VikNikSor) in the process 
of creating a new school. VikNikSor in the filigree performance by S. Jursky is "a 
great idealist and utopian. VikNikSor believes that a person is unique, and the 
collective of unique people can be an association of creative individuals who do 
not have to give up themselves and freedom to be together" (Arcus, 2010). 

Both films were shot in black and white for a reason, so that the image on 
the screen reminded viewers of the surviving chronicles of the 1920s. However, 
against the mediocre visual background of Beat, the Drum!, the picture of the 
Republic of SHKID was sophisticated and esthetic, an excellent play of light and 
shadow referring the audience to the silent film classics. Equally extraordinary was 
the film montage. Actors’ performance in the Republic of SHKID was significantly 
superior to the straightforward interpretation of the characters in Beat, the Drum! 

As for the use of black and white picture in films depicting schools, in our 
opinion, it was not always justified. Of course, the intention of the authors of Beat, 
the Drum! (1962) and the Republic of SHKID (1966) to produce films resembling a 
newsreel from the 1920s is understandable. But what drove a director to choose to 
film in black and white a merry satirical comedy "Welcome, or No Trespassing!"? 
Most of the other films depicting school and university (Spring in the Riverside 
Street, 1956, See You Next Spring, 1960; My Friend, Kolka, 1961; Mishka, Serega 
and I, 1961; Wild Dog Dingo, 1962, We Love You, 1962, Come Tomorrow, 1962, 
Call, open the door, 1965, I Loved You ... (1967), We'll Live Till Monday, 1968, 
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The Transitional Age, 1968, The Man-to-Man Talk, 1968, etc.) could have been 
color. Apparently, there are good reasons why in the XXI century with the help of 
computer processing (I think, without any damage to the artistic expression), color 
versions of the popular films were created - Spring in the Riverside Street (1956) 
and Come Tomorrow (1962). 

Presumably, Soviet cinematographers of the 1960s were too susceptible to 
the fashion for the black-and-white stylistics of the French "new wave" and 
"cinema-verite", believing that modern films about schoolchildren should be as 
close as possible to the "chronicle" image. 

The film Mishka, Serega and I (1961) is a vivid example of the school's film 
interpretation in the initial phase of the "thaw" period. Two conflicts unfold 
concurrently: 1) an eighth grade boy Igor now and then makes mistakes, taking up 
with punks, then with a selfish and foppish boxing trainer; 2) a young class teacher 
can not establish contact with his eighth grade. In the course of the film viewers 
see obvious signs of a deficit of socialist times: a queue to buy a TV is so long that 
shoppers have to come daily to register in the waiting list, and builders fail to 
finish an apartment house by May 1 without the help of high school children who 
work there as electrical installers after school. However, conflicts are resolved by 
the end of the film: the young teacher becomes schoolchildren's favourite, and Igor 
gives his friends the word to be an exemplary Komsomol member. Notably, before 
this promise he utters a lofty monologue: "For people like me, there is no place in 
communism! But without communism I will not live! .... And without the 
Komsomol I can not live!". Most likely, this phrase appeared in the film as a 
reaction of scriptwriters to the adoption by the 22nd CPSU Congress (1961) of the 
Charter of the CPSU, including the Moral Code of the builder of communism, 
whose material base was promised to be created by 1980. 

By the way, the rhetoric about communism in the thaw films depicting 
education system underwent a curious transformation. While in the picture Mishka, 
Serega and I (1961) these words sound quite seriously, and the drama about 
parents and children Big and Small (1963) ends with pretentious narrative 
comment: "Why did you not ask yourself: Was I a communist in my family life?, 
the film Citizens and Organizations, please note (1965), produced only two years 
later, features a high school student who comes up with a device activated by the 
movement of students along the school corridor which immediately plays a 
recording of a cheerful voice: "Stop! Are you ready to live and work in 
communism?", shown with an obvious irony. Two years later the authors of 
Valentin Kuzyaev's Personal Life (1967) went further: in the key episode of the 
film, located in the television studio, the then popular band "Singing Guitars" is 
performing a cheerful pro-Communist song with the words: "Do you want to go 
camping? Yes! Do you want a million? No!", while the main character, a not very 
intelligent high school student Kuzyaev listens to it without any enthusiasm and, 
contrary to previous school film standards, he never becomes better than he is by 
the end of the film. 
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L. Arcus, in our opinion, very accurately noticed the characteristic feature 
of the thaw period films about schoolchildren: in the 1960s, not all of them 
portrayed a non-conformist character being corrected under the influence of 
mentors, peers and parents. For example, in the film My friend, Kolka! (1961) 
"there is a class of children. There is a boy standing out of the crowd, Kolka 
Snegirev. But this time he is not a renegade and egoist, but on the contrary — a 
bright individuality, an artist, a man who searches for truth, and not a form, for 
real, not imaginary. He requires breathing from life, and sincerity from the people. 
He is clearly loved by authors and spectators. His class wants to help him, get over 
troubles - but without the intention to change him, to assimilate with others. They 
like him the way he is. It's not a fantasy genre, it is a "thaw" period film with its 
charming ability of wishful thinking" (Arcus, 2010). The truth is, the film did not 
escape from some treacle, especially in a touchingly happy ending, when Kolka, 
the founder of the SSoCS (Secret Society of C-Students), deftly defeats carnapers 
and deserves the gratitude of the police and a vigorous pioneer song of classmates. 

Non-standard students with strong personality and subtle inner world were 
the main characters in many other school films of the 1960s: Wild Dog Dingo 
(1962), Call, open the door (1965), I loved you ... ( 1967), We'll Live Till Monday 
(1968), Transitional Age (1968), The Man-to-Man Talk (1968). 

The cinema images of Soviet teachers changed in the thaw period, too. Very 
important in this respect is the image of a school teacher from the melodrama 
Spring in the Riverside Street (1956). Here, perhaps, for the first time in the Soviet 
cinema, a story of the student's love for his teacher appeared. Actually, the authors 
of the film made sure that there was nothing shocking in this situation: the love 
story unfolds within the walls of the evening school, the students of which are 
although young, but grown-up people — workers of the metallurgical plant. 

Despite the lyrical melodrama of this story, it contained a kind of ideological 
overtone: in fact, according to the then ideological doctrine, the working class was 
"the main component of the structure of Soviet society, the bearer of knowledge 
necessary for Soviet people" and therefore could "teach the teachers (the 
intelligentsia) what is impossible to learn in any institution: to be a real Soviet 
person" (Grigorieva, 2007). And the main character — the teacher of the evening 
school Tatiana — is so young and inexperienced, that is really likely to fall in love 
with a charming Sasha, her, so-to-speak, "mentor" from the working class. On the 
other hand, thanks to the talent of the film's creators, the situation was ambiguous: 
"in a typical melodrama of the 1930s, Sasha would be entrusted with saving Tanya 
from herself, but Spring in the Riverside Street boldly leaves the question of who 
has improved who open (Youngblood, 2012, p. 177). 

In the earlier mentioned film My Friend, Kolka! (1961) the previously 
unshakably positive image of a teacher / mentor appears in the form of two rival 
characters: a liberal one and a conservative one. A conservative is the teacher 
Lydia Mikhailovna. In fact, she and a chairman of the pioneer council Valera 
Novikov "could become the ideal heroes for films in the previous decades. Always 
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with some unfortunate young character who tore himself away from the collective 
and placed own interests above the interests of the class and school, there appeared 
to a number of wiser and more reasonable teachers and comrades ready to teach a 
harsh moral lesson, threatening to expel from school or exclude from pioneers or 
Komsomol members. But Lydia Mikhailovna and Valera Novikov are not 
portrayed as ideal carriers of collective wisdom" (Artemieva, 2015, p. 54-55): an 
active public figure and an excellent student Valera is a cynical informer, while a 
teacher is an avid party functionary (she coordinates all her work with the opinion 
of the district committee of the CPSU) and a retrograde. 

Liberal vs. conservative pedagogical conflicts arose later in the films My 
name is Kogea (1963), Trains go past the windows (1965), We'll live till Monday 
(1968) and many others. 

In particular, in the drama Trains Go by the Windows (1965), the headmaster 
of a provincial boarding school, remarkably performed by L. Krugly, at first seems 
to be a positive democrat and a wise mentor for children and teens, while a 
traditional duo of a conservative middle aged school teacher and a young teacher (a 
recent graduate of the university) unfolds along. However, gradually, the image of 
the ironic headmaster gives away the authoritarian features of a tough, soulless 
manager, and he turns out to be much more dangerous for a young heroine than 
explicit conservatives. 

Seemingly an outspoken conservative and a negative character in the 
satirical comedy Welcome, or No Trespassing! (1964) — the principal of the 
pioneer summer camp Dynin, brilliantly performed by Y. Evstigneev, is also not 
so straightforward: he sincerely desires that the institution entrusted to him is kept 
in order (though supported by denunciations), so that schoolchildren get full 
nutrition (and not chat while eating), play active games (but quietly), bathe in the 
river (under supervision and in shallow parts), watch movies in the evenings (but 
without love episodes). 

Another negative image of a teacher, however presented more harshly, 
appeared in the film What if it's love? (1961). There's a scandal at school: a strict 
teacher of the German language gets a love letter, written by a high school senior 
Boris addressed to his classmate Ksenia. Ideologically brought up Maria Pavlovna 
is certainly very worried: honour and moral standards of Soviet school are 
challenged. Thus, due to her interference, relationships of Ksenia and Boris are 
being discussed by school faculty, their classmates, parents, and neighbours. 

Today the conflict of the film by Y. Raizman What if it's love? seems to be 
trifle: school seniors date, so what? However in 1961 things were different. The 
problem of the first teenage love, that fell under the social pressure, was discussed 
earnestly in almost all press. In a word, this film had about the same resonance in 
the 1960s, as Little Vera in the end of the 1980s. 

Sexual motif was, perhaps, the boldest one in the Raizman's film, because 
strict Stalin's censorship that ruled in the 1930s-1950s, did not let premarital sexual 
contacts between school students (and youth in general) on the screen. It was only 
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in the NEP (New Economic Policy in Russia in the 1920s) period that Soviet 
cinema could afford making such a film as A Prostitute (1927). In the sound Soviet 
cinema (until the Perestroika), love affairs of young women could only be depicted 
in retro period films, such as film adaptation of Leo Tolstoy's (Resurrection) and 
Panas Mirny's Hooker, where main characters were young "fallen" women, but 
action took place, naturally, during the times of "hated Tsar's regime". 

We agree with an opinion that the motif of sexual guilt was born by the 
Soviet culture's Puritanism, grounded in the 1930s both socialistically and socially 
realistically. In the 1960s the love language was slowly rehabilitated, but the sex 
language only remains to exist within medical or obscene vocabularies. According 
to Maria Pavlovna and Ksenia's mother, sex before marriage is something 
catastrophically amoral. "Better" characters (for example, a young teacher) clean 
Boris and Ksenia's love of suspicions in "this". The thaw period film criticism 
followed the same route" (Romanova, 2012, p.192). Sexual context in school films 
was so important for Soviet society and state, that it was argued about in the 
Central Committee of CPSU, in the Ministry of Culture and The 
Cinematographers' Union. As a result, the film scene of intimacy between Boris 
and Ksenia was cut shorter and voiced over. 

Lev Anninsky wrote that "the message of Raizman's film is that he plunged 
the plot in the atmosphere of thick everyday life, social force, rigid 
predetermination, small pinpricks that people stung, killed the feeling with" 
(Anninsky, 1991, p. 82). Iconographic analysis of the drama What if it's love? 
reveals its other differences from "thaw" optimism. Black-and-white visual picture 
distinctly portrays gloomy ill-provision, as though borrowed from the famous 
black sequence of Polish cinema of the late 1950s: black windows of the new, still 
not inhabited flats, dusty grounds around apartment buildings, windy emptiness 
around the new neighbourhood (Romanova, 2012, p. 194). Moreover, it turns out 
that a lot of secondary film characters are united not because of mutual positive 
values, but because of their desire to hurt the feelings of vulnerable teens in love. 

Surprisingly, a melodrama Story of the First Love (1957), produced 4 years 
earlier, did not give rise to such censorship tornado, although it contained such plot 
twists that in our opinion, could have shocked the chaste Soviet public: 1) a ninth 
grader falls in love with his classmate and he wins her affection, too; 2) a PE 
teacher openly pesters his pretty student; 3) defending his girlfriend's honour, the 
main character courageously fights against an indecent teacher. One has to agree 
that no Soviet film about school until the 1980s depicted anything like the second 
and the third point. However, unlike Y. Raizman's film, Story of the First Love 
didn't contain any sexual scenes, and most importantly, all the plot's rough angles 
were smoothed by the soft lyricism of a melodrama, where even the "bad guy" PE 
teacher sincerely sings a hit song "Why, oh, why, I don't know, I believed your 
blue eyes..." The actors' age, performing ninth graders was deliberately distanced 
from school: J. Osmolovskaya was 19, K. Stolyarov — 20, and V .Zemlyanikin — 
24. 
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The film made by the end of the thaw period — We'll live till Monday (1968), 
defined the authors' understanding of the Soviet school crisis as a model of the 
state crisis. L. Arcus accurately points out that a History teacher Melnikov in this 
drama is a kind of a white crow, an outsider: "almost invisible ripple of anguish 
runs through his face: because of ignorance ("There is no such a verb in the 
Russian language, my dear, save our ears"), because of vulgarity ("Baratynsky is a 
poet of the secondary importance"), of silliness ("Folly should be a fool's private 
property"), of lies and profanation of his subject ("Look at the textbook published 
this year"). In rendering it sounds like dissidentism, but Tikhonov succeeds most in 
expressing the state of hopeless torment when he's silent. It's amazing, what acting 
school we have lost! There are a lot of close-ups in the film, and one can write a 
book about the ways Tikhonov watches. The way he looks at his students: at a poet 
Genka Shestopal, he sees himself as if in the mirror; at a cynical handsome guy 
Batischev — seeing an eternal opponent. He watches his whole class at the end of 
the film having a presentiment of what is going to happen to each of them, and 
being aware that nothing could be changes. The main colour of his portrait is ash 
fatigue" (Arcus, 2010). This having no alternative weariness explains why a 
bachelor Melnikov is not in a hurry to return affection of a pretty English teacher, 
why in spite of his intense longing for a different job, he continues teaching 
History lessons, subjected to political climate. 

On the other hand, there's something "unprofessional" about Melnikov. He 
looked at school as if from the outside, and he taught a lesson as though it was his 
first day in class and he came across the emotional deafness of pupils for the first 
time" (Soloveichik, 1975). 

Though his main pedagogical opponent, a Literature teacher Svetlana 
Mikhailovna is "limited, teaches her subject "from here to here", dryasdust, self 
righteous, and avidly follows instructions, apart from other film teachers in the 
past, she has neither jolly enthusiasm, nor fanaticism. Only loneliness and again, 
fatigue" (Arcus, 2010). 

Thus, We'll live till Monday no less than M. Khutsiev's masterpiece July 
Rain (1966), finely demonstrated the crisis (or even the collapse) of "thaw" ideals 
in Soviet intelligentsia, who sharper than others felt the essence of regressive 
political, social and cultural tendencies in the USSR. 

Nevertheless, the major "thaw" school film, in the allegoric form having 
depicted the bureaucratic model of the authoritarian Soviet state, was a bold 
comedy Welcome, or no Trespassing! directed by E. Klimov based on the script by 
S. Lungin and I. Nusinov. 

Perhaps we can agree with the opinion that the main technique in the film is 
an oxymoron, a combination of the incongruous: "the film's title is positioned in 
the frame as a political satire: the sign "Welcome" with a shining sun adorns the 
tightly closed gates of the camp (the most deft, however, know where you can 
climb through a hole in the fence). Lower is an peephole with the suspicious word 


"or"; and, finally, at the bottom — "No Trespassing"; all together is a typical 
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example of foreign policy of the socialism times. The word "or" allows one to 
assume a choice between both parts of the name, and equate them with the 
meaning "that is" (Fedorova, 2012, p. 218). 

Soviet censorship, of course, went through this film of E. Klimov with his 
unwavering ideological hand, but did not succeed in deciphering the essence of the 
satirical film text to the full extent. 

For example, many scenes of E. Klimov's film feature a persistent overhead 
slogan: "Children are the masters of our camp!", that, on the one hand, caused 
associations with the state, built by the camp type, and on the other hand, it hinted 
at the sheer hypocrisy of using the word "masters" in it, since in the USSR the real 
masters of life were party bosses and bureaucrats, and not workers, peasants and 
their children. 

Unlike the period of the 1920s — early 1950s, the Soviet cinema of the 
"thaw" era increasingly touched upon the subject of university. Sometimes in the 
comedic genre (Come Tomorrow, 1962, Madness, 1965), but mostly in the (melo) 
dramatic (Different Fates, 1956, They Met on the Way, 1957, The City lights up, 
1958, Peers, 1958, 1, Newton Street, 1963). 

In the films Different Fates (1956), The City lights up (1958) and Peers 
(1958), the theme of the university played a marginal role. In the melodrama They 
met on the Way (1957) — is was the key one. The girl who successfully entered the 
pedagogical college gives a helping hand to the worker who failed the entrance 
exams, as a result, the young tutor and her student fall in love with each other, and 
the latter, of course, becomes a successful student next year. In between, a cute 
career-centered student deserves public condemnation, and a gray-bearded "old 
school" professor sings songs together with his students. In a word, the film, 
although from the "thaw" period, was absolutely tied (both by the plot and style) to 
the late Stalin's epoch. 

In the popular musical comedy Come Tomorrow (1962) a provincial girl 
Frosya, thanks to innate vocal abilities, enters the conservatory and, despite all 
sorts of obstacles and absurdities, eventually becomes a favorite of a wise teacher. 
A film with such a simple story and with such a heroine could have also appeared 
in the late 1940s, 1950s, and even in the 1970s. 

Another film about students is 7, Newton Street (1963). It also tells a story of 
a provincial guy who enters a university in the capital, but in the genre of a drama. 
Student Timothy faces a serious life test: his scientific work, written together with 
a classmate, wins a prestigious competition, but ... soon it turns out that it contains 
an awkward mistake. A weak classmate begs Timofey not to tell anyone about this, 
but he rejects this dishonest proposal and leaves for his hometown, where, he 
works on a new version of scientific work. Perhaps, there are no particular 
hallmarks of the thaw period. Stories about high tones students, for whom the truth 
is the most valuable asset, often unfolded in (audiovisual) texts both in Stalin's 
times and in post-thaw times, too. Only some details in 7, Newton Street give us a 


29 


hint about its historical background: poets performing at the Mayakovsky's 
monument, Y. Kim's songs and expressive camera work. 

The "thaw period" films (1956-1968) on the school/university topic 
Place of action, historical, social, cultural, political, and ideological context 

Historical context 

Features of the historical period when media texts were created, market 
conditions that contributed to the idea, the process of creating media texts, the 
degree of influence of that time on media texts. 

The timeframe for the historical period of the "thaw" has been defined 
conditionally from 1956 (denunciation of Stalin's personality cult at the XX 
Congress of the CPSU) to 1968 (the invasion of Soviet troops in Czechoslovakia). 

The main characteristics of this historical period: 

- condemnation of Stalin's personality cult; 

- end of mass terror of the state's citizens, while maintaining a "milder" 
struggle (which, as a rule, did not involve prolonged imprisonment and physical 
extermination) with dissenters (like Boris Pasternak, Andrei Sinyavsky, Alexander 
Solzhenitsyn, and others); 

- the continuation of the process of industrialization (mainly heavy and 
military industries); 

- agricultural reforms (development of virgin lands, creation of economic 
councils, etc.); 

- realization of the state program of mass housing construction; 
- a successful start of the "space era" (launching the world's first satellite, the 
world's first cosmonaut); 

- renewal of the communist ideology, oriented to the works of V. Lenin 
and post-Stalinist ideologists, with less intense than, for example, in the 1920s, but 
still open fight against religion; 

- official theses about the established unified community of the Soviet 
people and the absence in the USSR of class, ethnic, national, and racial problems; 

- the rejection of the idea of the world revolution and the proletariat's 
dictatorship, replacing it with the idea of a "peaceful coexistence of socialist and 
capitalist systems" (which, of course, did not exclude the ideological confrontation 
against bourgeois states, the militarization, unleashing local military conflicts, 
intervention in Hungary (1956) and Czechoslovakia (1968), military and economic 
support of pro-communist regimes in developing countries, for example, in Cuba). 

- a drastic growth of film production, the resumption of the Moscow 
International Film Festival; 

- expansion (still with censorship) of scope of creative freedom in the 
cultural sphere, including literature, theater and cinema; 

- the gradual curtailment of the "thaw" tendencies (including the cinema), 
the reduction of the criticism of Stalinism (after Leonid Brezhnev came to power in 
October 1964) against the backdrop of solemn celebrations of Soviet communist 
jubilees on a national scale. 
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"The Law on Strengthening the School's Contact with Life and on the 
Further Development of the Public Education System in the USSR" (1958) began 
another reform of the Soviet educational system. The obligatory education was 8 
years. An 11-year program incorporating vocational (two days a week) as well as 
academic training replaced the traditional ten-year primary and secondary general 
school. The role and share (up to 15%) of vocational training in the educational 
process sharply increased. It was assumed that schoolchildren will work twice a 
week in special training workshops (or plants/factories), and General Certificate of 
Education will be supplemented with a certificate of the acquired vocational 
qualification. By 1962 all seven-year-schools were turned into eight-year schools. 
However, it soon became clear that enhancement of labor training had a negative 
effect: the level of knowledge of students in basic subjects dropped. That is why, in 
September 1966, the Soviet school returned to a ten year program again, and the 
idea of professional training within the school curriculum, was left behind. 


Table 2. Key dates and events in the USSR and the world in the "thaw" period 
(1956-1968): politics, economy, education and culture 


Years Key dates and events in the USSR and the world in the "thaw" period (1956-1968): politics, economy, 
and culture 


1956 Khrushchev’s secret speech, denunciating the deceased Joseph Stalin made to a closed session of the 20th 
Congress of the Communist Party of the Soviet Union: February 25. 

Pro-Stalin's riots in Tbilisi: March. 

"Cominform" (Communist Information Bureau) was dissolved: April 17. 

Resolution of the CPSU Central Committee “On Overcoming the Personality Cult and Its 
Consequences”: June 30. 

The cancellation of tuition fees in the senior classes of secondary school, as well as in secondary special 
and higher educational institutions of the USSR : September. 

The Hungarian Revolution: October 23 — November 9. 

The Suez crisis in Egypt: October 30 — December 22. 

The High Courses for Film Directors (higher education establishment) opened in Moscow: November. 


1957 Letter of CPSU Central Committee about "Fostering political work of party organizations among masses 
and suppression of attacks of anti-Soviet hostile elements": January. 

Plenum of CPSU Central Committee on Literature and Art: June 22-29. 

The exclusion from the leadership of the CPSU of the "anti-party opposition" (G. Malenkov, V. Molotov, 
L. Kaganovich, D. Shepilov): June 29. 

World Festival of Youth and Students in Moscow: July 28-August 11. 

A test of the first Soviet intercontinental ballistic missile capable of reaching the territory of the United 
States. 

The successful launch of the world's first artificial satellites: October - November. 

The publication in the western countries of the novel by B. Pasternak Doctor Zhivago: November. 


1958 The Soviet film The Cranes Are Flying is awarded the main prize of the Cannes Film Festival - Palme 
d'Or: May. 

Exhibition of American abstractionists in Moscow. 

The opening of the monument of V. Mayakovsky in Moscow, where poets freely performed: July. 

The award of the Nobel Prize for Literature to Boris Pasternak - "For significant achievements in 
contemporary lyrical poetry, as well as for the continuation of the traditions of the great Russian epic 
novel" (Doctor Zhivago). The denunciation of Boris Pasternak by the USSR authorities and the leaders of 
the Union of Soviet Writers: October. 

Boris Pasternak is expelled from the Soviet Writers' Union: October 27. 

"The law on strengthening the school's connection with life and the further development of the system of 
public education in the USSR": December 24. 

Adoption of the "Fundamentals of Criminal Legislation", abolishing the concept of "enemy of the 
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people", raising the age of criminal liability from 14 to 16: December 25. 


1959 The victory of pro-communist revolutionaries in Cuba: January 1. 
Order of the Minister of Culture of the USSR "On serious shortcomings of ideological and educational 
work in the All-Union State Institute of Cinematography": January 18. 
XXI Congress of the CPSU: the proclamation of the complete and final victory of socialism: January 27 - 
February 5. 
Opening of the American exhibition in Moscow: July 25. 
The First Moscow International Film Festival: August 3-17. 
Negotiations between Nikita Khrushchev and D. Eisenhower in the United States: September 15-27. 

1960 Resolution of the Central Committee of the CPSU "On the tasks of party propaganda in the modern 
conditions": January 9. 
The U.S. spy plane, piloted by G. Powers is shot down: May 1. 
L. Brezhnev is the Chairman of the Presidium of the Supreme Soviet of the USSR: May 4. 
Opening of the Higher two-year scriptwriters' courses in Moscow: November 1. 

1961 Soviet note of protest to US President J. Kennedy, related to the the anti-Castro landing in Cuba: April 8. 
Launch of the world's first Soviet spacecraft with a man on board: April 12. 
Decree of the Presidium of the Supreme Council of the USSR "On Strengthening the Struggle Against 
Persons Who Avoid Socially Useful Work and Lead an Antisocial Parasitic Way of Life": May 4. 
The beginning of the construction of the Berlin Wall: August 13. 
XXII Congress of the CPSU. Adoption of the new Program and the new Charter of the CPSU. Decision 
on the removal of Stalin's remains from the tomb in Mausoleum: October 7-31. 

1962 The increase in prices for meat (by 30%) and milk (by 25%) in the USSR: June 1. 
The demonstration of Novocherkassk workers who protested the increase for food prices is dispersed by 
gunfire: June 2. 
Decree of the Central Committee of the CPSU "On measures to improve the leadership of the artistic 
cinematography": July 19. 
Resolution of the Central Committee of the CPSU "On increasing the effectiveness of statements by the 
Soviet press": September 18. 
After the start of the installation of Soviet missiles in Cuba, the US declares a sea blockade of the island. 
The politically tense Caribbean crisis begins, which forces the USSR to remove missiles from Cuba in 
exchange for the US promise to abandon the occupation of the "Island of Freedom": October 14 - 
November 20. 
"New World" journal publishes Alexander Solzhenitsyn's novel One Day of Ivan Denisovich: November. 
Nikita Khrushchev visits an exhibition of Moscow artists in the Manege (today Moscow Art Exhibition): 
December 1. 

1963 The meeting of the leadership of the CPSU with the creative intelligentsia of the USSR in the Kremlin: 
March 7-8. 
Resolution of the Central Committee of the CPSU and the Council of Ministers of the USSR "On 
measures for the further development of higher and secondary education": May 9. 
Reaching the agreement between the USSR and the United States on creating a "hot" telephone line 
between Moscow and Washington: June 20. 
Resolution of the plenum of the Central Committee of the CPSU "On the forthcoming tasks of the party's 
ideological work": June. 
Jamming of the Voice of America, BBC and German Wave programs in Russian on the territory of the 
USSR ceased. 
The assassination of the US President J. Kennedy in Dallas: November 24. 

1964 Report of the KGB to the Central Committee of the CPSU on the anti-Soviet attitudes of VGIK students. 
Resolution of the Central Committee of the CPSU "On the film studio Mosfilm": February 3. 
The US starts the war in Vietnam: August 2. 
Plenum of the Central Committee of the CPSU removes Nikita Khrushchev from power and elect Leonid 
Brezhnev the First Secretary of the CPSU Central Committee: October 14. 

1965 A. Leonov, leaving his spacecraft for 12 minutes, becomes the first person to walk in space: March 18. 
The USSR supplies missiles to North Vietnam: April 5. 
David Lean's film of Doctor Zhivago, starring Omar Sharif and Julie Christie, is released: December. 

1966 France withdraws from the NATO military organization: February 21. 
XXIII Congress of the CPSU: March 29 - April 8. 
The visit of French President General de Gaulle to Moscow: June 20 - July 1. 

1967 Six-day war in the Middle East, breaking diplomatic relations between Israel and the USSR: July 5-10. 


Resolution of the Central Committee of the CPSU "On measures for the further development of social 
sciences and enhancing their role in communist construction": August 14. 
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Solemn celebration of the 50th anniversary of Soviet power: November. 


1968 Order Committee on Cinematography of the USSR "On the purchase and rental of foreign films" (for the 
purpose of excluding the penetration of bourgeois propaganda on the Soviet screen): July 31. 

"Student Revolution" in Paris: May. 

The resumption of the USSR jamming the broadcasts of "Voice of America" and other western radio 
stations in Russian on the USSR territory: August 20. 

The invasion of Soviet troops in Czechoslovakia: August 21. 

The publication of A. Solzhenitsyn's The First Circle abroad: December. 


Soviet "thaw" audiovisual texts on the subject of school and university, 
according to the authorities, were supposed to support the main lines of the then 
state policy in the educational and socio-cultural spheres, that is, to show that the 
Soviet system of education, upbringing and culture is being reformed, and namely: 

- the educational process goes beyond the previous strict framework of the 
Stalinist rules (while maintaining common communist landmarks and a rigid anti- 
religious orientation); 

- the relationships between teachers and students are becoming more 
democratic, creative, based on the experience of Soviet pedagogues- innovators of 
the 1920s; 

- there are some problem zones at school and university (in particular, the 
interpretation of the image of the Soviet teacher as an ideal representative of the 
educated part of the society was de-idealized). 

Genre modifications of school and university subjects: drama, detective, 
less often: melodrama, comedy. 

How does the knowledge of true historical events of a particular period 
help to understand the given media texts, examples of historical references in these 
media texts. 

In the films Flags on the Towers (1958), Beat, the Drum! (1962), The First 
Teacher (1966), Republic of SHKID (1966), the pioneer movement of the 1920s 
and the pedagogical direction of Soviet teachers (like A. Makarenko, V. Soroka- 
Rosinsky, etc.) was shown as a positive approach. The films Clouds over Borsk 
(1960), Miraculous (1960), Sinful Angel (1962), consistently reflected the anti- 
religious state policy. The films Welcome, or No Trespassing! (1964), Trains Go 
by the Windows (1965) and We'll Live till Monday (1968), featured some teachers 
with serious professional flaws. Story of the First Love (1957), What if it's love? 
(1961), Wild Dog Dingo (1962), I Loved You... (1967) depicted the problem of 
love relations between high school students. 

In the Soviet films of the "thaw" period, schoolchildren, of course, could 
be featured sitting in meetings, condemning someone for misconduct (for instance, 
religiosity or laziness). But on the whole, the cinematic focus of the interpretation 
of the school and university theme shifted towards the ordinary school life, to the 
development of the personality (Wild Dog Dingo", 1962, The Gulf Stream (1968), 
We'll Live Till Monday, 1968, The Man-to Man Talk, 1968, Transitional Age, 
1968, etc.), to the examination of the inner world of teachers (Trains Go by the 
Windows, 1965, The First Teacher, 1966, We'll Live Till Monday, 1968, Literature 
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Lesson (1968), etc. At the same time, schoolchildren (unlike their film counterparts 
in the 1920s and 1930s) no longer appeared on the screen as some sort of 
conductors of the communist tomorrow, leading the lost adults on the right track. 
Socio-cultural, ideological, religious context 
Ideology, directions, goals, objectives, world outlook, the concepts of the 
media texts' authors in the socio-cultural context; ideology, culture of the world, 
depicted in these media texts 

In the period of the thaw, communist ideology (including anti-capitalist, 
anti-religious orientation, the theory of socialist realism) in the USSR continued to 
dominate. Filmmaking was also under censorship (albeit less strict than in the 
1930s and 1940s). Therefore the authors of the majority of audiovisual media texts 
on the school-university theme were to comply with these rules of the game. In 
fact, in some films (such as, Welcome, or No Trespassing!, 1964, We'll Live Till 
Monday, 1968, Literature Lesson, 1968), these rules were violated by certain 
oddities that arose, as it seemed, in spite of the genre or thematic field, say - 
whimsical rhythms, fancies of intonation, figurative accents in "wrong" places or 
seemingly irrelevant artistic arrangement of the narrative. Film viewers who 
anticipated to watch another innocent drama soon began to feel uncomfortable. 
They could not help feeling that though everything seemed to be clear and correct 
in the film, yet something was wrong, something was subtly annoying and makes 
the perception unsettled (Kovalov, 2016, p.11). 

The world outlook of the characters in media texts about school 

In general, the worldview of the characters of audiovisual media texts on the 
theme of school and university during the thaw, as in the previous three decades, 
was optimistic, at that time the optimism was connected with the prospects of 
building "socialism with a human face". Students -vivid personalities were often 
ridden by doubts (Wild Dog Dingo, I loved you ..., We'll live till Monday, etc.). 
Doubts and reflections were also characteristic of screen teachers, too (Trains go 
by the windows, We'll Live Till Monday, Literature Lesson, etc.). 

At first glance, the hierarchy of values, according to this world view, has 
remained the same: communist ideology, collectivism, diligence, honesty, atheism, 
willingness to give a helping hand to good or flawed people. But there were also 
new colors: audiovisual media texts virtually didn't portray hatred of the internal 
class enemies, the heroism of the students gave way to everyday events (including 
first school love); at the same time, the level of critical reflection of reality has 
noticeably risen. For example, a school teacher from the witty comedy "Literature 
Lesson" not only openly dislikes his randomly chosen profession, but sets himself 
the task of living for at least one day ... without lying (of course, it was for this 
seditious intention that the film was banned for screening). 

Thus, it was the model of "socialism with a human face," rather than 
classical communist ideals, that determined the world view of the characters in the 
audiovisual "school world" of the thaw period. And it was this model that quickly 
began to disappear when the end of the thaw by the Brezhnev regime after the 
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events in Czechoslovakia in 1968, when Soviet tanks were brought into Prague in 
fear that "socialism with a human face" could win in a single state. 

Structure and narrative modes in media texts 

Schematically, the structure, plot, representativeness, ethics, genre 
modifications, iconography, characters of audiovisual media texts about school and 
university in "thaw" period can be presented as follows: 

- the location and time period. Leaving aside the plots where 
schoolchildren and students appeared (often episodically) only outside the walls of 
educational institutions (let us recall, Valery, the schoolboy from the Elusive 
Avengers who, fighting the enemies of Soviet state, actually never appear at 
school), one can say that the main location in films on the school theme of the 
"thaw" era is school classes and corridors, and the plot is set mostly (if it's not a 
retro about 1920s) at the time when the film is made$ 

- the environment typical for these media texts, household items: the 
furnishings and household items of school films are still modest, at times ascetic 
(as, for example, in The First Teacher). 

It is very indicative that in Soviet films on the school topic in many cases 
"there is no private space for a teenager — his room. Most often because of its 
actual absence due to the poor housing situation in the country, but even when the 
room is there, nothing there characterizes the owner. It's just a room with a bed and 
a desk, there is not the slightest attribute of its owner. ... the commitment for 
intellectual and high culture and the neglect of interior and decor. The same reason 
is why a fashionably dressed character is almost always negative" (Zharikova, 
2015, p. 62). 

- genre modifications: mostly drama, sometimes melodrama or comedy. 

- (stereotyped) devices to depict reality: positive characters are less often 
shown as idealized, while negative ones, on the contrary, have deeper dimensions 
than just a caricature. However, relapses, of course, are possible. For example, in 
the professionally helpless Boys (1959), a cheesy teacher brings to the class a 
model of the space satellite, thus causing a sensation in the class only consisting of 
diligent and perfect schoolchildren. And in the detective story Shadows of an Old 
Castle (1966), a super-positive teacher who instantly finds contact with 
schoolchildren takes a job in an Estonian boarding school located in an ancient 
castle, very soon finds out that the key faculty members (presented rather 
grotesquely) are former Nazis and treacherous enemies of Soviet power. 

Character typology: 

- the age of characters: the age of schoolchildren is in the range of 7-17 
years, however, teenagers are more common. The age of the adult characters 
(teachers, parents, grandparents, etc.) can be anything, but adults below 60 prevail; 

- the education level: for schoolchildren it corresponds to their class; the 
teachers presumably graduated from higher education institution, supporting 
characters can have any level of education; 
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- social status, occupation: the financial situation of the students is 
approximately the same, they can be either from the families of workers and 
farmers, or from the intelligentsia. The professions of their parents are in a fairly 
diverse range. 

- the marital status of the characters: schoolchildren, naturally, are not 
bound by marriage; adult characters are mostly married, however, single teachers 
appear in film more frequently; 

- appearance, clothes, body build, features of their characters, vocabulary: 
the appearance of schoolchildren and students in the films of the "thaw" period is 
in the framework of then popular ideas about how the students should look (for 
example, wearing school uniform was obligatory). 

A shot from the movie What if it's love? (1961) gives a good idea of the 
appearance, clothes, physique of characters — schoolchildren. 


A shot from the movie What if it's love? (1961) 


School children in the thaw films are mostly not so purposeful, bold, polite 
and active as their peers from the moving pictures in the 1930s, but on the whole 
they remain optimistic about life. However, more and more often negative 
characters appear, the hopes for reformation of whom are not as big as they used to 
be. 

Teachers from the films of the early thaw period look similar to those in the 
1930s and 1940s: they were distinguished by modesty in clothes. Teachers’ clothes 
don't follow fashion. They look more like a uniform: a dark suit, a skirt/trousers 
and a jacket with a white or light blouse, classical shoes. Classical hairdo for a 
female teacher is a hair bun (Tatiana Sergeevna (a teacher from the film Spring in 
the Riverside Street — A.F. & A.L.) at home walks around with loose hair, but she 
gathers it in a bun every time she goes to work)" (Grigorieva, 2007). 

Late thaw film teachers are no longer perceived by unambiguous symbols of 
the struggle for communism, they have lost an ideal halo, and more often they are 
in doubts, discontent with their life. Another serious, symptomatic for modern 
culture as a whole, a social problem, articulated by Soviet cinema, is a social gap 


36 


decrease between a teacher and a student (Shipulina, 2010). In particular, in the 
comedy Literature Lesson (1968), a young teacher is on back-slapping terms with 
a struggling student. 


A shot from the movie Spring in the Riverside Street(1956) 


A shot from the movie We'll Live Till Monday (1968) reflects the 
appearance, clothes, physique of the characters-teachers of the late thaw years. 

Negative image of school and teachers of the "tsarist regime" in the thaw 
period occupied a marginal place in Soviet cinema (The First Bastille, 1965). 

A significant change in the life of media characters: schoolchildren live a 
normal life, but among them there are students who: learn poorly (Big and Small, 
1963, Attention, Citizens and Organizations, 1965; Three and a half days from the 
life of Ivan Semyonov, a second-grader and a repeater, 1966), behave badly (My 
name is Kogia, 1963, Three and a half days from the life of Ivan Semyonov, a 
second-grader and a repeater, 1966), are exposed to bad influence (Mishka, 
Serega and I, 1961), become religious (Clouds over Borsk, 1960, Miraculous, 
1960), lay hands on other people's money (We love you, 1962), fall in love earlier 
the due age (Story of the First Love, 1957, What if it's love?, 1961, Wild Dog 
Dingo, 1963, I loved you, 1967). 

The challenge that the characters face: disturbance of the habitual life, 
because a character, for different reasons not fitting into the standard framework of 
school life, shows up. 

Solving the problem: early thaw _ period: "correct" characters 
(schoolchildren, teachers, parents) individually or together, return nonconformist 
schoolchildren to ordinary life (My Name is Kogia, 1963, Three and a half days 
from the life of Ivan Semenov, a second grader and a repeater, 1966, Mishka, 
Serega and I, 1961, etc.); peak and decline of the thaw: negative characters 
(conservative teachers, parents, counselors and other retrogrades) successfully or 
unsuccessfully try to restore the status quo (What if it's Love, 1961, My friend, 
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Kolka! .. 1961, Welcome, or No Trespassing!, 1964, Trains Go by the Windows, 
1965). 

Conclusions. In summary, the "thaw period" films (1956-1968) concerning 
school/university can be conditionally divided into two stages: early (1956-1963) 
and late (1964-1968), although, of course, there was a certain diffusion between 
the cinematography of these periods. 

These audiovisual texts, according to the authorities, were supposed to 
support the main state policy in the educational and socio-cultural spheres, that is, 
to show that the Soviet system of education, upbringing and culture is being 
reformed: 1) the educational process goes beyond the previous strict framework of 
the Stalinist rules (while maintaining common communist landmarks and a rigid 
anti-religious orientation); 2) the relationships between teachers and students are 
becoming more democratic, creative, based on the experience of Soviet 
pedagogues-innovators of the 1920s; 3) there are some problem zones at school 
and university (in particular, the interpretation of the image of the Soviet teacher as 
an ideal representative of the educated part of the society was de-idealized). 

The early thaw stage was characterized by a romantic reliance on the 
pedagogical experience of the revolutionary Soviet pedagogy of the 1920s and the 
creation of touching lyrical stories, where, despite minor difficulties, the harmony 
of good teachers and, at first, stumbling but in the end, good students, won. 

During the second stage of the thaw, new tendencies were manifested 
increasingly frequent: on the one hand, the crisis, the disillusionment and fatigue of 
teachers, and on the other hand, the pragmatic cynicism of students. 
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4. Soviet films about school and university 
of the "stagnation" period (1969-1985) 


The post-thaw period began to point out schoolchildren's pragmatic and 
ironic attitude towards teachers. About twenty years ago the teacher on the screen 
was a wise role model, a fair mentor. But in the movie Cross the Threshold (1970), 
a high school student with advanced mathematical abilities, not in the least afraid 
of the wrathful reaction of the teacher, openly declares: "I don't want to be in your 
shoes ... I hope to find a better use for my abilities ... You had not thought that you 
would end up in school, I hope that I manage to avoid such a fate". Thus, as 
Literature Lesson (1968), that was "shelved", i.e. not released in the cinemas, this 
film crossed the threshold of a positive character's respectful attitude to the 
pedagogical profession. 

Similarly, the teacher's authority was challenged in the drama Translation 
from English (1972), where the teacher-trainee performed by G. Taratorkin did not 
hesitate to admit that he entered a pedagogical university because of the fear of 
failing more complicated examinations at technical university. An English teacher, 
performed by M. Bulgakova looked old-fashioned, deliberately communistically 
engaged elderly idealist, with fragile health damaged by stressful work. 

The main character of the drama The Diary of the School Principal (1975), 
unlike his colleague from We'll Live till Monday (1968), has neither an antique- 
style apartment with an aristocratic mother, nor a girl-admirer with damp eyes, nor 
a velvet voice; no gestures, no righteous anger, no civic pathos... He has a small 
two room flat, an aging wife, a chronic time trouble and a face of the man who 
forgot when he had last looked at himself in the mirror (Arcus, 2010). Such a 
teacher, certainly, did not make the young audience willing to take up the burden 
of the pedagogical profession. In the brilliant performance of Oleg Borisov, the 
audience saw a person who has already denied himself the right to drama. A person 
who lives the life as it is, within the time released — because there won't be another 
life or time. A man who no longer charges life, time, or people — he only hopes to 
pay his dues. He does not feel himself a hero, he fulfills his duties. This is a quiet 
standing of the intellectual in the face of a deceitful era (Arcus, 2010). The 
principal is bitterly questioned by his own son: "Is this what you wasted your life 
on?" 

A similar situation occurs in the drama Almost the same age (1984), where a 
wife sadly tells her husband, a young teacher: "It's time to become someone ... 
Look at yourself, what are you?". And then, with sarcasm, she adds: "A teacher ..." 
The situation is no better in the drama Sweet Grass Juice (1984), where a 
beginning teacher complains that children are terrible and her life did not work out 
precisely because of the recklessly chosen pedagogical profession. 

It seems that the authors of the drama The Follower (1984) were going to 
argue with such a pessimistic stance, making a film about the high destiny of the 
teacher, the noble beauty of his work, the continuity of the pedagogical occupation. 
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From the very first shots, The Follower gravitates toward a symbol, parable-like 
system. Another variation of the return of the prodigal son is played on the screen. 
The story of a young, ambitious guy who could not fight the temptation (an 
invitation to move from the countryside to the capital, a prestigious job in the 
ministry) to change his occupation (the hero quits his teaching job at a rural 
school), but then on top of his success he rethinks his life and starts it anew, 
returning to an abandoned father's home. 

There is something about the story of temptation and return for lots of 
filmmakers. Perhaps, because it allows to show a person at the turning points of 
life, to look deeper and more closely into his character. In The Follower at first it 
seems that the traditional plot scheme will be filled with deep meaning. There is 
neither an odd one out scene, nor an accidental detail, everything is carefully 
thought out - from the texture of the interiors to the costumes of the characters. If a 
small orphan Valya in the severe post-war years steals a pen from an old teacher 
Rusov, then a passing truck, by will of fate, will necessarily bring the boy to that 
wooden house from which he has just escaped. If an old Rusov adopts Valya, 
Rusov, Jr., after many years, having abandoned his wife and son in Moscow, will 
also adopt a mop headed boy, deprived of parental love. Even an occasional 
meeting with a chauffeur has not been spared. In about twenty years, in some 
incomprehensible way, he will find Valentin Rusov in the ministerial office and 
ask him to sell a house in a remote town of Kandaurovka. 

This deliberate, circular plot sometimes loses the breath of real life. Signs of 
the time are limited to Robertino Loretti's songs and Yevgeny Evtushenko's poems, 
and the characters often seem too static and unambiguous. The purity and nobility 
of the conception are not implemented to the fullest — neither in drama, which 
suffers from schematism and straightforward motivations, nor in the film direction 
that attempts to translate the plot in a poetic vein. Alas, the poetics of the movie is 
based on banal symbols and trite metaphors, like a damaged model set of a rural 
school that is gathering dust on the balcony of the luxuriously furnished apartment 
of the protagonist during his career peak. 

I. Kalnysh is constrained, unemotional in the role of Valentin Rusov. We 
cannot sense the inspiration of the teaching talent, which is so often declared in 
verbal form. Whenever the actor tries to play emotional generosity, it turns out 
pretentious falsity, as in the scene where Valentin, who for the first time after a 
long separation, met his beloved woman, eagerly invites his best student Vanechka 
to enter the room at a moment, frankly speaking, not suitable for onlookers. 

Even such a talented master, as Nikolai Grinko, was powerless to overcome 
the commonplace didactics of his character, the old Rusov. However, in the film 
opening shots, peering at his wise and sad eyes, one believes that such a person is 
able to teach goodness and kindness. But as soon as N. Grinko's character begins to 
speak, the didacticism speaks up. Moreover, after viewing the film, its title raises a 
different, unplanned by the authors connotation - replication, unwillingness to go 
further, to introduce something intimate. 
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Things turn really bad for the teachers in Practical Joke (1976). A pragmatic 
schoolboy here is completely hardened, walks with a pompous gait, has imperious 
habits, rules the class. He is terrible in anger. The pejorative monologue that he 
refers to the honorable teacher on the day of her jubilee (the zero result of life, no 
one needs you now, the old shoe, etc.) almost falls under the crime of personal 
insult (Arcus, 2010). 

However, one should not think that the 1970s' film represented educators 
solely as lost (albeit talented) losers who concede defeat in verbal fights to young 
pragmatists. In the same years, some school films featured talented teachers in full 
harmony with equally bright students. 

Of course, by this time the school theme in the Soviet cinema has undergone 
significant changes. In Problem Child (Certificate of Maturity, 1954) the "healthy 
class" unanimously cleared of individuality an extraordinary but too proud and 
independent tenth-grader. But in the 1970s it were outstanding people who set the 
tone in such films as Practical Joke (1976), The Key That Should Not Be Handed 
On (1976), Schedule For the Day after Tomorrow (1978) and The Tuning Fork 
(1979). Their authors unequivocally made it clear that though it happens rather 
seldom, no school is immune from the presence of outstanding students. 

These wunderkinds appeared on the screen for the reason. First, they were an 
exception. Then they became more numerous, almost the whole class (The Key 
That Should Not Be Handed On, Tuning Fork). And in I. Dobrolyubov's film 
Schedule For the Day after Tomorrow, an experimental "school for geniuses" in 
physics and mathematics emerged. The school principal matches his position: he is 
a young Ph.D., he plays water polo with his students. Certainly, the teachers also 
have academic degrees and titles. They are all cheerful, witty people. Their 
students catch up with them, too. 

While one can doubt how the advanced intellectual teachers from The Key 
That Should Not Be Handed On and The Tuning Fork managed to turn the ordinary 
class into an elite class, it is a different story here. Special teachers. Special school. 
Special students with special problems? By no means — the problems are the same: 
the "geniuses" also fall in love, to the best of their ability cause material damage 
(two school laboratories are blown up in one and a half hours of screen time (not 
on purpose, of course, but because of a failed scientific experiment), some 
schoolchildren even have low grades in some subjects. 

Using the terminology of "young Einsteins", the guarantee of a harmonious 
development of an individual is the compensation by liberal arts subjects of the 
gravitation towards sciences. Well, the new Literature teacher successfully copes 
with the task. 

However, something similar has happened before in the films about 
"ordinary" schools. In the development of the relationships and characters of the 
"geniuses" the film slid over the surface, not trying to create deeper images. 

As some directors say, one can't surpass the acting of children and animals. 
And it is true that young actors often "overplay" adults. Schedule For the Day after 
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Tomorrow came the other way. Adults cast (performed by the remarkable actors O. 
Dal, M. Terekhova, V. Nikulin, etc.) in all respects surpassed its younger 
colleagues. One can object that Schedule For the Day after Tomorrow features an 
ideal school. But, it seems, even "ideal" students have many difficult problems that 
require non-trivial solutions. 

Similarly, The Key That Should Not Be Handed On can't be perceived today 
as alive and modern - something elusive. And this "something" is, oddly enough, 
the falsehood. All senior students are unique: an owlish young man is as talented, 
inspirational, and wise as a forty-year-old intellectual. Sasha Maidanov is a rebel 
without a cause, a knight without fear and reproach. The third one is so educated 
that even now he is ready to defend his Ph.D. thesis (Arcus, 2010). 

The film was quite sharply criticized by E. Gromov, who insisted that "one 
way or another, Marina Maximovna (a teacher) consciously and unconsciously 
creates a closed microcosm with her class, with limited access for only gifted, 
bright, intelligent pupils. And where are those who are not as talented? Those who 
prefer streets to poetry? How did a charming Marina Maximovna manage to turn 
an ordinary Leningrad class into a small semblance of the Tsarskoe Selo Lyceum 
(Alexander Pushkin's school - author's note)? ... Talented teacher, focused 
exclusively on talented children, willing or not brings up arrogance, and she has it, 
too. There is only a step away from a haughty neglect of rough, everyday work, 
and people who do it " (Gromov, 1981, pp. 34-35). 

One of the most interesting teacher's film images of stagnation period can be 
found in the film The Rescuer (1980). Its author, Sergei Solovyev, has long been 
interested in the eternal themes in art: good and evil, friendship and betrayal, truth 
and lies, love and hatred, conscience, duty, beauty... However, it does not mean 
that The Rescuer was far from the timely problems of the turn of the 1970s - 1980s. 

S. Solovyev sincerely and convincingly spoke of the danger of experiencing 
the beauty. The idea of The Rescuer is simultaneously simple and complex. The 
picture as if continues and develops the message of his previous work — One 
Hundred Days After Childhood (1975). It is no coincidence that one of the main 
roles was performed by Sergei Shakurov in both films. In One Hundred Days After 
Childhood he played a summer camp counselor who strove to bring the children 
into the bright world of the Beautiful, to elevate their souls. In fact, he succeeded. 
But the world of school lessons is sometimes so far from the life around us. 

Andrei Larikov (S. Shakurov) from The Rescuer is a school teacher of 
literature, a teacher by avocation. Talent sowing "wisdom, good, eternal". 

— I came here five years ago. Happy...To teach. No luggage... But now 
something is wrong... I tell them all sorts of things. About the stars. About love. 
And then everything ends. And very different words come up...He draws this sad 
conclusion in the conversation with his friends, that culminated the film. 

What if one of Larikov's pupils perceives his lessons as the norm of life? 
There is such a person - a school graduate Asya. The relationship between Asya 
and her former teacher embody the main idea of the film. 
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— I loved someone very much. And I believed him very much. And then he 
betrayed me. For no special reason, just like that. These monologue by Asya 
Vedeneeva is her soul crying, the tragedy of a person disillusioned with the 
beloved one. 

There is an alternative — the "prose of life", aiming to keep up with the 
Joneses. As, for example, the sailor of the rescue station Vilya ("Where have you 
seen it, this spiritual beauty?"). Or, perhaps, as a fashionable dressmaker Grigory 
Ganin ("I'm content with my life. I have a good life, and Larikov's spells have 
nothing to do with it!")? The authors are not in haste to deliver a verdict on them: 
both Vilya and Grisha are still very young. Sergei Soloviev does not give ready 
didactic solutions to the problem. Nevertheless, the moral result of the picture is 
convincing: Larikov understands that his efforts are worth it. If the words are 
confirmed by the deeds: 

— I've taught one, at least. This is, probably, a lot. A good person has a 
ripple effect... 

The title The Rescuer is ambiguous. Larikov seeks to save the souls of his 
students —Asya, Vilya, and Grisha — from selfishness, callousness. And Vilya 
literally saves Asya — pulling her out of the water. On the whole, every film 
character is looking for his/her place in the world. 

The film's cast is marvellous. Vasily Mishchenko skillfully conveys sharp 
changes in the emotional state of his hero. Now, with a contemptuous smile and 
prickly eyes saying that he was "an evil and lonely man," and then Vilya is capable 
of a self-sacrificing act. He may stammer and lie to a girl about love, and then 
really fall in love, unexpectedly and deeply. During his rather short term of work at 
the rescue station Vilya actually saved only one person. Not many. But at the same 
time, enough. Therefore, it was this unexpected salvation of Asya that became the 
beginning of a genuine acquisition of the world around him. 

The world created by Sergei Solovyov is surprisingly, provocatively 
beautiful. "I love the lavish withering of nature," — he echoes the classical poet 
Alexander Pushkin, ("Autumn"). The events pass before us as if "in a magic crystal 
of elegies" (A. Medvedev), sensitive to fleeting experiences and moods, able to 
create an atmosphere of in-depth attention to the internal world of man. 

The Rescuer often flashes Asya's memory about a few minutes spent 
together with Larikov: — Under this tree, we hid from the downpour. You and I. We 
stood side by side. You know, this pouring rain haunts me in my night dreams... 
Pavel Lebeshev's camera envelops these frames with an orange haze of nostalgia. 
Then the color will return (by the way, by the mid-1970s almost all the films on the 
school theme had become color, the fashion for the black and white image had 
passed). The yellow leaves will rustle again and again, and it will rain again, and 
the mist will cloud over an old, cozy town. The nature, the lake, the deserted 
beach, and the old rescue station will trustfully open their beauty. The harmony of 
nature, the harmony of the settled world of antiquities is contrasted in The Rescuer 
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with human unsettledness, doubts. The effect is amplified not only by the camera 
work but also by the elegiac, sad and light melody of I. Schwartz. 

How can one measure own life against the ideal concept of it? What should 
one do if one's dream is betrayed? These complicated questions are facing the main 
female character of the film, Asya Vedeneeva (T. Drubich). Contradictions 
between the ideal beauty and reality are at the center of the sharp inner and outer 
conflicts of the film's heroes. They lead Asya to a tragic decision - an attempt to 
commit suicide. There are as if two endings in the film. One is semantic and 
another one is narrative. The narrative one is a scene of a former classmate Vilya 
(V. Mishchenko) leaving for the army service. The semantic ending is Asya's 
failed suicidal attempt, the denouement of her dramatic contradictions. 

The beginning of the episode is deliberately serene. On the eve of his 
departure for the army service, a rescue station worker Vilya wants to see his 
workplace for the last time: an old, chipped building on the shore of a picturesque 
lake. It's autumn and pretty cold. In the middle of the veranda with a rotten floor is 
a billiard table, dimly glittering with holes of a broken cloth. Vilya reluctantly 
strikes cue, then pulls out the marine binoculars ... 

The whole sequence is filmed by the camera man P. Lebeshev slowly, with 
dignity, with a long panorama over the landscape and the "objective world," 
admiring the ancient station building, the beauty of the lonesome lake, the signs of 
autumn, which fully came to power. 

. Lazily leading binoculars along the lake surface, Vilya suddenly 
discovers in the distance a girl in a white cloak comes to the shore. He curiously 
continues to observe. The girl pushes a rubber boat and sails to the center of the 
lake. V. Mischenko plays around with the situation: Vilya, like many "small 
bosses", likes showing off his authority. That's why he starts habitually yelling in 
the megaphone. But his confidence vanishes, when Asya pierced the boat with a 
nail and began to sink... 

As a little digression, a few words about the boat and the nail. One of the 
most quoted Anton Chekhov's sayings goes that if in the first chapter there is a rifle 
handing on the wall, it should go off in the second or the third chapter. A. Chekhov 
is one of Sergey Solovyov's favorite writers (his director's debut was a screen 
adaptation of Chekhov's stories). There is an exact position for such seemingly 
trivial things as an inflatable boat and a nail, in the film. Asya bought this boat as a 
gift to her beloved. A big nail is the one on which a poster of Botticelli picture was 
hanging, Vedeneeva was going to give it to Larikov, too. 

Thus, with the help of the object symbolism S. Solovyov once again 
highlights the main idea of the film: actions in the name of good and love may one 
day turn around, by no means joyful side of being, experiencing the beauty is not 
easy. 

But let's return to the The Rescuer characters. — What's going on? — Vilya is 
wondering. And a smooth rhythm of the picture is changing. Vilya feverishly 
rushes to the rescue. First with an empty aqualung, then without it. He has never 
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seen a person drowning before. For the first time, a man who has accustomed to a 
tranquil float of life must make an Act. 

... And here they are on the shore. It is only now that Tatiana Drubich's 
heroine wakes up from the state of deep trance, in which she had been still. She 
starts hysterics. Vilya acts almost according to the instructions for saving from 
drowning, he slaps her on the cheek. But immediately he touches her face with his 
palm gently. 

Apparently far from each other people in everyday life, the author puts them 
in an extreme situation. The characters of the film tell each other those things that 
under other circumstances, they could never admit. Deliberately indifferent, Asya 
tells the story of her unsuccessful marriage: — He proposed. The family is good. 
Everyone is getting married. It's time for me, too. Tatyana Drubich convincingly 
conveys the intonation of the character, her even and cold tone. 

P. Lebeshev is a master of a poetic portrait, sensitive to the director's vision 
of the frame. Asya's face appears on the screen in the shaky reflections of the 
veranda glass, as if enveloped in a hazy veil. Unearthly. Detached. Initially, Vilya 
does not understand Asya. But later, when she tells him about her feelings for 
Larikov and about his betrayal, Vilya realized it was true love. 

A flashback continues the sequence. There are two people under the tree in 
the rain, Larikov and Asya. He is reciting s poem. The music of I. Schwartz sounds 
exciting, tender and simultaneously disturbing. Both characters of The Rescuer 
acquire something. Asya regains the outer world, Vilya attains an inner world. No 
wonder he admits when saying goodbye: — After this night, maybe, I'll have 
nothing else in my life. 

The ending is a simple and clear narration wise, but is difficult otherwise. It 
was important to deliver a complex range of feelings of the characters to the 
audience, to give a chance to think about the serious turning point in their lives. 

Summing up, the school in film — both in the 1960s and in the 1970s — was 
in many respects more vital, more true to life than in the 1930s-1950s, when the 
main charge of admiration was dedicated to teachers, most commonly presented as 
a gray haired teacher grading students’ essays. Moreover, a different view, a 
negative image of the teacher was often met with hostility. As E. Gromov wrote, 
very different teachers are being shown. From very good, almost ideal, to purely 
negative. Sometimes the critical attitude towards the teacher prevails. There is no 
need to care of a strict balance, if such bright personalities work in the 
cinematographic school" (Gromov, 1981, p. 35). 

In Other People's Letters (1975) a new type of a school student appeared — 
macabre (from French macabre: gloomy, terrible). This type was only new for 
Soviet cinema, in western countries it has long been known (for example, The Bad 
Seed (1956) by M. LeRoy and The Exorcist (1973) by W. Friedkin). In fact, 
"macabre teenagers are therefore especially scary, that their rebellion is more 
terrible than that of typical teenagers because it will not pass with age. These 
characters are interesting primarily because they do not fulfill the main law of the 
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drama — they remain the same in the beginning and at the end, the story does not 
change anything them. Only adult characters will change — they become aware of 
their helplessness and horrified. ... It is in Other People's Letters that for the first 
time a macabre teenager appears — a young man who not only causes an 
unaccountable fear in adults (this type appeared much earlier, back in 1968 We'll 
Live till Monday, its character Batischev has some resemblance but very distant, 
since his position is debunked by the author), but the new type acts actively, 
encroaching on some rights. It is important to note that this image will find its 
continuation in Plumbum or the Dangerous Game, Dear Elena Sergeevna and a 
number of films in the second half of the 1980s (Artemieva, 2015, p. 121). 

On the other hand, it was in the 1970s when entertaining films about school 
came out. Perhaps one of the last Soviet black-and-white films about 
schoolchildren — Oh, That Nastya (1971), tells about a ten-year-old girl living in a 
world of charming fantasies. It is really a pity that this romantic and musical story, 
where the animation was organically intertwined, was deprived of colors. 

The director V. Menshov in his musical melodrama about school and 
schoolchildren The Practical Joke (1976) used color to the full effect. The film 
critic T. Kukarkina began her article about The Practical Joke with praise: 
"Menshov chose for his first director's work a dynamic form of narration, catchy, 
bright, and spectacular. Musical acts, beautiful faces, elegant interiors, and the plot 
tension overrode psychological thoroughness. The director has focused his 
attention on incessant emotional impact. This is facilitated by a rhythm, original 
editing transitions, and the lack of long shots and panning. Everything is big, 
bright. The film is exciting, and easily creates empathy for the characters" 
(Kukarkina, 1978, p. 119). But then she practically deleted all this value with a 
severe verdict: "The declared problems, moral conflicts are blurred, scattered in 
different semantic series, replaced by normative rules of ethics. ... The playwright's 
plan to solve essential problems is obvious, but simplified to elementary 
commandments" (Kukarkina, 1978, p.121). 

V. Kichin was also very strict to The Practical Joke, arguing that the film, 
instead of the expected purposefulness at first, reveals an unexpected ambivalence. 
The director makes a deal with the viewer that there will be a debate film, a 
reflection film — in a word, a serious conversation. But right there, "call signs" of a 
game movie, a show clearly sound" (Kichin, 1977, p. 47). 

In our opinion, both T. Kukarkina and V. Kichin, being aware of the original 
entertaining thrust of The Practical Joke, in vain tried to assess it as an attempt to 
create a psychological drama. In our opinion, there was no duality in the film: 
unlike The Diary of the School Principal and Other People's Letters, it never 
pretended to be dramatic, but was elaborate mixture of melodrama and musical. 

The bid for entertainment was made by the authors of the comedy 
Troublemaker (1978). The working title of this picture — "Students Male and 
Female" was self explanatory. But the change was for a reason. The protagonist of 
the film, a graduate of the rural school Petr Gorokhov, enrolled at the Economics 
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department of a Moscow university, stands out among the other film characters so 
much that the final title justifies the content, Peter is a real troublemaker. The 
genre of the film is a comedy, with musical elements. Young people sing and 
dance, and the rest of the time they attend lectures and fall in love. A comedy is a 
conventional genre, allowing different approaches. In one instance, the truth of the 
characters is preserved. In another one, only ridiculous situations that more or less 
conventional characters find themselves, are important. In the third case, grotesque 
exaggeration becomes predominant. The example of Troublemaker shows that it is 
possible to simultaneously use three of these trends together. The whole point is 
whether the unity of the constituents is achieved at the same time. Many episodes 
of Troublemaker are depicted in an eccentric manner, almost in the traditions of 
silent films' fireworks of laughter. However, along with funny and moderately 
instructive scenes there are also many weak, inexpressive episodes. 

Even explicit school mischief makers sometimes were featured on the screen 
of the 1970s so impressively that the effect turned out to be, in the end, probably 
not what the authors had expected. For example, the film about troubled teenagers 
— Juveniles (1976) — turned out to be weak and sketchy: "since the film authors, 
building up the plot, limit all culminating events within the boundaries of the dance 
square, they can be misunderstood, as if they sincerely believe that the root of evil 
for our youth lurks on a small outdoor dance floor. ... since they do not illuminate 
another motivation, other sources of criminal juvenile activity in the town - 
stabbing rampage, theft, alcohol addiction. Since nothing in this film has been 
seriously explained or analyzed, the viewer has nothing else but, based on what he 
saw, to draw the following conclusions: dances, where everything is permitted, 
where young people are absolutely uncontrolled, is a hotbed of evil, and therefore 
it is necessary to eliminate them. ... The film Juveniles is bursting into battle, 
claiming to be a topical report about our life, our imperfect reality. But this report 
is unreliable. And most importantly, it is pedagogically incompetent 
(Zhavoronkov, 1977, pp. 42, 46). In fact, the naive statement: "the boys are 
naughty because they do not go in for sports", the total failure of the "good" 
characters, contrasted with the flamboyant hooligan, exposed the artificial plot. A 
similar scheme but at a higher artistic level was used in The Last Chance (1978). 

In the TV program aimed at teens, the leading actor from the film Plead 
Guilty (1983) accused his villain film character — the son of successful and wealthy 
parents, a ninth-grader Kolya. In fact, led by a confident director's hand, the actor 
did not spare black colors: cigarettes, wine, "elite" possessions, cruelty, excessive 
self-confidence — the most stereotypical set of interests and inclinations of a young 
"silver spoon" Nikolay. 

Below is a scene typical for the general interpretation of the image. Nikolay 
is sitting in his room, the walls are covered with posters of international pop idols. 
He is holding a book in English (the kid is not inept) in one hand, and an imported 
knife with a retractable blade in another hand. A self-satisfied smile wanders 
playfully on his face. The scene is a sign, a poster. It can be easily put in the frame 
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and placed on the pages of the Soviet satirical magazine Crocodile. Meanwhile, the 
authors continue to increase the "negative charge" of Kolya's character in the same 
cardboard style, to a cheerful music. Nikolai beats and loots a drunk, bullies a first- 
grader, steals alcohol, drowns a poor dog. There is no question about the film's 
sincere reflection of reality. The trouble with the film is that it is done 
unnecessarily rectilinearly, didactically, not attempting to penetrate the psychology 
of the characters. 

The authors’ message is clear — a guilty person must carry punishment he 
deserved. The film's creators, obviously, wanted to make the characters and their 
actions extremely transparent for the young audience. Hence the contrast between 
Nikolai and most of his classmates — they are modestly dressed, speak the right 
words, go in for sports and regularly attend extracurricular activities. Hence the 
fate's twist of Kolya's ex buddy, who goes on summer holidays to his parents in 
Siberia, and returns as a reformed person. 

Falsehood, even in the smallest detail, vocabulary that is strange to ordinary 
schoolchildren, the discrepancy between the age of actors and their characters — all 
these errors are immediately spotted by young spectators, as a result there is a 
barrier of alienation between them and the screen. Therefore, simplifying, 
scheming the conflict and characters, the authors do not achieve the desired, 
effective impact on the audience. Neither modern musical rhythms, nor bright 
colors of a wide screen can save the day. 

By the way, director I. Voznesensky initially wanted to integrate a black and 
white chronicle, where real juvenile criminals would speak about themselves. The 
blending between the feature film and the documentary had been planned, but 
unfortunately, the idea was not realized. Such a hybrid, could have significantly 
affect if not the drama, then the style of the film Plead Guilty, make it closer to real 
life. 

After all, there is the character in the film, that is sharp and recognizable — 
Kolya's mother. The actress I. Miroshnichenko emphasizes the hypocrisy of her 
heroine: on the one hand, the exemplary morality she preaches in journal articles, 
on the other — her own values of personal gain, prosperity, useful connections with 
"influential people". This fashionably dressed woman skillfully plays the mother, 
dedicated to her son's interests and his moral principles, she can even shed a tear 
on her makeup. Next, with a businesslike tone, she makes phone calls to her 
powerful acquaintances looking for the possibility to sweep under the carpet her 
son's ill behaviour. All in vain — in the ending Kolya in fury stabs a girl with a 
knife and is put on trial. 

At the very end of the film, an episode suddenly comes up, as if baked in 
from another film. It is easy to imagine the scene of the trial in the sense of a 
moralistic poster, with the prosecutor's speech, with the witnesses’ testimony, and 
the last plea of the accused. But I. Voznesensky used a truly cinematic mode. The 
trial scene is entirely built on black-and-white stop frames, that the camera caught 
and the director selected the amazingly in-depth moments. Every film character 
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appears only for a few seconds, but these seconds speak volumes. The frozen 
movements, facial expressions, eyes speak for themselves. Unfortunately, the film 
on the whole has not been made with such consideration. The script's weaknesses 
turned out to be insuperable and the conception was not fulfilled. 

We agree with E. Gromov: "Films about difficult adolescents touch upon 
problems that are not easy to solve. The whole thing is the way these problems are 
considered. It has long been known that if an artist, raising in his work some 
serious and acute problems, frankly admits that he does not know how to solve 
them, then no claims can be made on him. The art of posing the right question is 
justified — you value its (the question's) correct statement, an invitation to 
arguments and reflections. It is quite another matter that, for the sake of a "happy" 
ending, they try to convince you of the existence of a positive program, moreover 
giving it a universal meaning. Then you don't believe the artist, and he rather takes 
you away from the discussion of the life problem, rather than attracts attention to 
it" (Gromov, 1981, pp. 37-38). 

In the 1970s, films appeared about evening schools for adults (The Big 
Break, 1972, Different People, 1973, Every Night After Work, 1973). There were 
obvious significant changes in their interpretations. One can agree that the The Big 
Break (1972) paraphrases The Spring on Zarechnaya Street (1956), but "if in the 
first film there is a feeling of sincere faith in the possibility of building a new 
society, faith in the possibility of creating / educating a new person, then in the 
second — it's just a game that both the characters of the film, and the audience who 
watch the film, agree to. In both films, a special role, a special status of the teacher 
is emphasized. The ideal of a teacher who, proudly fulfilling his special mission 
both at home and at school, has remained the exclusive teacher's image in Soviet 
cinema for decades. But while in the 1950s this image is perceived as the only 
possible one, and the presented models of behavior could be considered as role 
models, the same image of the "correct" Soviet teacher in the 1970s acquires a 
touch of irony" (Grigorieva, 2007). And while in The Spring on Zarechnaya Street 
workers are first and foremost the history's leaders, factory workers in The Big 
Break are ordinary people with their own problems, and simple feelings 
(Grigorieva, 2007). 

As well as in the thaw period, a significant share of films about school and 
university in the 1970s and the first half of the 1980s was devoted to love stories. It 
would seem that just recently, in the late 1950s — early 1960s, Soviet cinema 
heatedly asserted the right of school seniors to love. In the 1970s films about 
younger teenage love appeared (Woodpeckers Don't Get Headaches, One Hundred 
Days After Childhood). The right of high school students to love was already 
undeniable, the filmmakers were interested in the variety, complexity of modern 
thoughts and feelings, their relationship with each other, and with adults. 

However, this kind of complexity was not intrinsic to all films about school / 
student love. Some of them were made according to the old plot templates. For 
example, the film Yulka (1972) did not narrate so much about love, but agitated 
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graduates of the eighth class to enter vocational schools, where the teaching staff 
was wonderful, and the students were all good and smart. 

My Anfisa (1979) features a love story of Anfisa and Nikolai, charismatic 
young people. Anfisa is a house painter, a good cook, and a skydiver. Nikolai is a 
student majoring in Language Arts, likes sleeping, dreams of travelling to Africa, 
he is lazy, and is not really good at anything. These simple initial data are 
transformed by the laws of melodrama rather traditionally (Demin, 1980). Firstly, 
influenced by Anfisa, Nicholai drops out of the university (since he's disillusioned 
with the profession of the teacher). Secondly, he learns to jump with a parachute. 
In other words, he completely re-educates and becomes a different person. That is 
the actual impact of their love. 

However, the future is envisioned by Nikolai rather vaguely: he might serve 
in the army for two years, and then he'll see where it goes from there. To put it 
mildly, the moral outcome of his "re-education" does not look as optimistic. 

Anfisa and Nicholai were played by talented actors — M. Levtova and L. 
Kayurov, but the script's poverty did not allow them to create authentic, 
psychologically profound images. Nikolai is a university student, but the range of 
his interests has remained unclear to the film audience. Kolya, as a rule, is either 
meaningfully silent or demonstrates some lazy movements. 

A few decades ago, cinema industry had presented such situations in a 
dramatic, edifying and didactic way. The authors of My Anfisa, undoubtedly, 
wanted to avoid this. That's why this is not a melodrama in its pure form - there are 
elements of a musical, and a lyrical comedy, too. Humor and melodic tunes, to 
some extent, concealed the lack of fresh thought and made trite situations more 
lively. But it seems that the artistic value of the film did not benefit from this and 
as a result, it was part of the gray mainstream. 

Curiously enough, a film that was made two years later, Double trouble will 
come (1981), featured a similar storyline: a young hero from a well-to-do family 
(this time a high school student) falls in love with plasterer / house painter in her 
twenties. Due to the Soviet censorship of the stagnation period their relationship 
was limited only to the chaste kiss of the schoolboy on the cheek of the seductive 
representative of the working class, and his (also very modest) amorous dreams. A 
similar innocent plot design of the misalliance (this time between two teenagers) 
was also used in the drama Before the Snow Falls Down (1984). 

Naturally, the school-love theme was used in the comedy genre, too. For 
example, the film All The Way Around (1981) used a motif which was well attested 
in classical literature and, consequently, in cinema, too: parents are trying to 
protect their daughter from dating with her classmate. Then he changes into female 
clothes and comes disguised as her friend. The girl's parents were played by great 
actors O. Tabakov and S. Nemoliaeva, and they, of course, did their best to breathe 
life into the storyline. But the finale of the film, that could be summarized by the 
sentence from a popular song lyrics "The First Love Comes and Goes Away", 
micrified their efforts. The authors' message to the audience was: teenage problems 
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should not be exaggerated, school students are not able to understand their feelings 
yet. 

Films on school/student love theme plunged into the retro atmosphere quite 
more seldom. The end of the fifties-the beginning of the sixties was the time to 
reconsider the past. Time of spiritual renewal, of space exploration, of poems being 
recited on Mayakovsky Square. This time, on behalf of the current generation in 
their forties, 1.e. those who were in their twenties back then, was remembered in 
the film How Young We Were, written and directed by M. Belikov. His previous 
work, which title also cited the line from the popular song — The Night Is Short 
(1982), spoke about the difficult post-war childhood. In the drama How Young We 
Were (1985), the director as though continued following his character, who turned 
from a schoolboy of a provincial town into a student of an engineering construction 
university. 

The film impresses with the accuracy of the period features, from a musical 
phonogram, carefully bringing back the melodies of those years, to the meticulous 
signs. The camera, escaping from the cramped, dimly communal (shared) 
apartments, bathing in bright colors and in bewitching mirror glare, takes us away 
to wide avenues filled with people enthusiastically shouting the same word — 
"Gagarin!". From the dance floor filled with fireworks of lights we transfer to the 
emerald meadow and rocky seashore. Together with the film character Sasha, we 
get into a noisy student dormitory, where there is a lively exchange of a fresh 
saucepan of borsch for a snow-white shirt, and a tape recorder - for fashionable 
shoes. The first lectures, the first dates, the first part time jobs. A typical life of an 
ordinary student, familiar to many of us. M. Belikov makes his hero surprisingly 
vulnerable, open-minded, romantic, capable of a reckless act and human 
compassion. 

How Young We Were is a nostalgic melodrama. Sasha, captivatingly 
performed by T. Denisenko, seems to be concerned about one thing: is it love or 
not? What if it's love? Is it enough or not? Probably a lot, since the authors are not 
tempted by excessive symbolism. Although the author's slightly indulgent and 
touching attitude to all without exception, actions of the protagonist, gives rise to a 
certain bewilderment — what about the hypertrophied infantilism of Sasha? 

Another love melodrama — School Waltz (1977), traces its characters on the 
illusive border between the last school waltz and the independent adult life. 
According to the storyline, an interesting, remarkable Zosya (E. Tsyplakova) 
sincerely entrusted her first love to her classmate Gosha, who turned out to be 
disgraceful. 

While Zosia for E. Tsyplakova was a natural spin-off of her previous roles: 
of a seventh grader (Woodpeckers Don't Get Headaches), a ninth-grader (The Key 
That Should Not Be Handed On), E. Simonova was more likely to be seen in adult 
roles (Afonya, Missing Expedition, Ordinary Miracle). Nevertheless, E. Simonova 
managed to play the first, obsessive, ready to be ridiculed, love. The culmination of 
her image was the episode in the marriage registry office. Dina is standing next to 
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Gosha, now her lawful husband, but stolen from Zosya. The desire is achieved, but 
the actress almost without words copes to say about lots of things: that having 
Gosha as a husband does not mean being loved by him, that she could not be able 
to make him happy, and they were not going to be together for a long. 

Unfortunately, Gosha's image is less convincing, not dramatically justified. 
Having left his beloved girlfriend in a difficult moment and subsequently declaring 
that he values his personal freedom more than anything else, Gosha gives way to 
the insistent but unloved Dina, and marries her. The reasons for such a 
contradictory behaviour remain behind the scenes, the viewer will perhaps 
remember his tightness and restraint. 

Without support in the psychological motivation, the authors of the film 
force their hero to commit a strange act: Gosha, having run away from Dina 
directly from the wedding ceremony, teams up with complete strangers, drunkards 
in the backyard and shares a bottle with them. This must have depicted the highest 
degree of despair, the turmoil that seized him. But as a matter of fact, the effect is 
the same as traditional, tacky cigarettes draw, designed to replace psychology, 
deep penetration into the image with a conventional sign, which denotes a person's 
commotion. This episode seems an unfortunate mistake, because in general, School 
Waltz is quite compelling. Low-keyed conversations, soft color tones, ordinary 
interiors (not everybody lives in luxurious apartments, as some heroes of The 
Practical Joke), no unnecessary editing and optical effects. 

In the film J Ask to Accuse Klava K. Of My Death (1979), the filmmakers 
again, as in the thaw period drama What if it's love? (1961), turned to the theme of 
unhappy love, that makes one think about a suicide. Grasshopper (1979) was bold 
enough to show how a nice female student uses amorous / sexual connections for 
career growth and material well-being. The heroine of the film jumps onto the 
steps of success with victorious ease, not really pondering the future of those who 
helped her to climb up there. She, as a Grasshopper, is a certain social type, very 
accurately observed by the script writer F. Mironer. This type is distinguished first 
of all by a utilitarian approach to science, to their job, to people who are close, and 
the desire to live at someone else's expense. Lena behaves as a prospector, greedily 
seeking gold placer mines, in her pursuit of imaginary values she misses the true 
values — spirituality, fidelity, kindness, wrote film critics in the 1970s (Atamanova, 
1979). 

We remember how important it was for the Soviet cinema of the 1920s- 
1950s (and even in many films of the 1960s and 1970s) to show the positive 
impact of the collective/community/class on the person who had dropped out of it. 
At the end of the stagnation period, this storyline acquired a new interpretation in 
Scarecrow (1983) by R. Bykov: the cruelty of the "children's community in need 
of a black sheep for self-assertion and aggression output. This story is about being 
an outsider against one's will, and not as a conscious choice" (Arcus, 2010). 

"Won't I ever laugh again? Has my life passed by and nothing else is going 
to happen? I will not love anybody else!" the twelve-year-old girl cries in despair. 
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You believe these words, they do not seem to be a stretch, a falsity. R. Bykov, who 
had previously directed films for and about children in a comedy, musical tone, 
this time turned to drama with tragic notes. The script based on V. Zheleznikov's 
novel presented a serious conflict — mocking and bullying a sixth-grader Lena 
Bessoltseva. At first, she tries to adjust herself to her new school, to fit in with her 
new classmates who promptly nickname her. 

The world of Lena's classmates is extremely sour and miserable. Most of 
them long for their academic service, school lessons to finish, so that they can put 
on a branded jeans, get a little money and have fun. Their entertainment is 
monotonous - dull trampling to music, retelling ambiguous anecdotes, or jokes 
about teachers. They talk about money, clothes, other people's success. However, 
the circle of interests of their teacher (E. Sanaeva) is not much wider — all her 
thoughts seem to be focused on one thing: her engagement and future marriage. 

This is the world where Lena Bessoltseva, a thin, awkward girl who always 
finds herself in ridiculous situations. She is just as unlike her classmates, as her 
kind grandfather is unlike other adults in the film. He buys old paintings that once 
belonged to his ancestral home, but walks around wearing a shabby, mended coat. 
A long conversation of an old man Bessoltsev (Y. Nikulin) with Lena sounds like a 
soul confession. The audience understands that they are related by spiritual 
closeness, such an open-hearted outlook, consonant with the autumn landscape of 
an ancient Russian town filmed by the camera work. The scene when Lena falls 
asleep on a disturbing, chilly, windy autumn evening, and wakes up on a sunny 
winter morning, goes out into the yard and sees the snow dazzlingly shining, how 
clear and deep the sky is above her head, acquires a special meaning. She feels 
renewal, finds the strength to fight on. 

The pinnacle of her struggle is a scene in church's ruins, where a good- 
looking and popular Dima Somov, renounces Lena, being afraid to admit his own 
cowardice. When the teenagers burn a scarecrow of a "traitor" on bonfire, the 
drama reaches a point of a real tragedy. 

Where were the adults meanwhile? One of the scenes answers this question. 
The tourists descend from a tour boat to see the sights of the town. They are 
offered to refreshments when a group of teenagers runs out into the square, chasing 
a thin girl. They knock her off her feet and begin beating. "How horrible!", 
someone in the crowd exclaims. But next the teenagers scatter in different 
directions, and vacation mood takes over — in a minute the tourists forget about 
what happened. Indifference, vanity, spiritual emptiness cause the authors' sadness 
as much as a mercantile interest. They urge to stop and think not only teenagers 
"having fun", but also adults, passively watching their, sometimes cruel 
entertainment. Scarecrow is a warning film. It speaks with genuine pain that under 
certain circumstances a conspiracy of silence may destroy or conquer everything 
moral. 

The film was in many ways unusual for Soviet cinema. It was arguing with 
the sugary sweetness of the school theme, where neat boys and girls diligently 
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studies and listened to their parents. The film turned out to be tough to watch, very 
disturbing. 

In the same year, 1983, an equally sharp drama about teenagers was made - 
Boys (screenplay by Y. Klepikov, directed by D. Asanova). This film was about 
more than troubled adolescents, it was of those who had already chosen a slippery 
path of crime, those who had been bailed out by a former athlete, the head of the 
correctional labor colony Antonov (V. Priyomykhov). 

There are two scenes in the film, short but very significant. In one of them, 
grandmother pitifully gives her grandson a packet of cigarettes, habitually saying, 
that he should quit smoking. "I will, granny, of course I will", her grandson as 
usually answers. In the second scene, the TV journalist asks Antonov about his 
educational method. And when he can't specify some rules, the journalist 
complains that it's not good enough for a TV show. 

In fact, Antonov doesn't have a graduate degree. He doesn't know how to 
speculate about the principles of pedagogy. But he knows more than that, he 
managed to find the key for his students' hearts, the key that so hopelessly escapes 
from the hands of his well-educated deputy, who seems to be building his relations 
with the teenagers by textbooks. 

The teacher Antonov is not ideal. He sometimes screams and scolds, but he 
is always just because he values trust, respect and honesty foremost. He is aware 
that if there is no mutual understanding, there will be no upbringing. 

The film's authors are also not inclined to idealize the situation: in Boys there 
are no episodes of hasty moral healing of lost souls. On the contrary, there are 
scenes of painful failures — a sudden rebellion, escapes from the colony (some of 
the actors were actual juvenile offenders). However on the whole the film gives 
hope and faith in the future of troubled adolescents. 

The drama Games for School Children (1985) turned to the problem that 
Soviet cinema had tried to avoid before: the formation of personality in 
orphanages. There are a lot of brutal, naturalistic scenes at an orphanage filled with 
isolation, aggressiveness, hysteria, and anger. Violent fights between the girls, one 
of the scenes is shocking: a high school girl locks a seven-year-old in the washing 
machine and switches it on. The main character of the film is a high school student 
Marie. Self-absorption and detachment change for a spark of hope; 
uncompromising decisiveness of actions gives way to helpless depression. 

Teachers rarely appear in the film. Games for School Children try to provide 
an insider's view: we see the events through the eyes of Marie, choosing from 
dozens of daily impressions what she considers the most important. Hence the 
motives of loneliness and the lack of spiritual warmth are dominating. 

The stagnation period films (1969-1985) on the school/university topic. 

Place of action, historical, social, cultural, political, and ideological context 

Features of the historical period when media texts were created, market 
conditions that contributed to the idea, the process of creating media texts, the 
degree of influence of that time on media texts. 
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The timeframe for the historical period of the "stagnation" has been defined 
conditionally from 1969 (increase of censorship and ideological control after the 
invasion of Soviet troops in Czechoslovakia) to 1985 (M. Gorbachev's coming to 
power). 

The main characteristics of this historical period: 

- essential extirpation of the "thaw" tendencies (including the cinema 
industry), the actual rejection of Stalin's criticism against the backdrop of the 
growing expansion of the spectrum of solemn celebrations of Soviet-communist 
jubilees on a national scale; 

- continuation of the exploitation of the official doctrine of the established 
common community of the Soviet people and the absence of class, ethnic, or racial 
problems; the possibility of peaceful coexistence of socialist and capitalist systems 
(in the framework of the so-called détente (policy of the lessening of tensions 
between the West and the East); 

- maintenance of the ideological struggle with bourgeois states, 
militarization, military and economic support for pro-communist regimes in 
developing countries, armed intervention in Afghanistan; 

- aggravation of tension with the People's Republic of China; 

- increasing tension with the West (esp., the USA) in connection with the 
events in Afghanistan, Poland and the incident with the South Korean airliner shot 
down by a Soviet interceptor; 

- "soft" struggle against dissenters: A. Solzhenitsyn, A. Sakharov, etc.; 

- continuation of the industrialization (mainly heavy and military industry), 
construction of BAM (Baikal-Amur Railway); 

- mass housing construction for the population; 

- continuation of space exploration (including the first Soviet-American 
space project); 

- end of the intensive struggle with religion; 

- unusually swift change of the Soviet leaders: within a relatively short 
period of time from November 1982 to March 1985, one after another, the three 
General Secretaries of the CPSU died; 

- another attempt of the education reform (Decree of the Supreme Soviet of 
the USSR "On the main directions of the reform of the general and professional 
school" of April 12, 1984 N 13-XI). 

The so-called ideological struggle against the imperialist West was going on 
very intensely during the stagnation period. As a response to the attempt to 
liberalize socialism in Czechoslovakia in early January 1969, there was a secret 
Resolution of the Central Committee of the CPSU "On increasing the 
responsibility of the senior officers of the press, radio and television, cinema, 
culture and art institutions for the ideological and political level of all published 
materials and repertoire", 1969). It stated that in the context of the escalating 
ideological struggle between socialism and capitalism, "it is the task of journalists, 
writers, film directors and artists to oppose any manifestations of bourgeois 
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ideology, but propagandize the communist ideals, the advantages of socialism, the 
Soviet way of life, to analyze and expose various kinds of petty-bourgeois and 
revisionist trends. Meanwhile, some authors, directors, etc. depart from class 
criteria when assessing and covering complex social and political problems, facts 
and events, and sometimes they reflect the views, that are alien to the ideology of 
socialist society. There are attempts to assess the important periods of the history 
of the party and state in a one-sided, subjectivist way, and to criticize the 
shortcomings not from the position of communist and civic interest, but as 
outsiders, that contradicts the principles of socialist realism and communist 
journalism ... Some heads of publishing houses, television channels, cultural and 
art institutions do not take the proper measures to prevent the publication of 
ideologically erroneous works, they do not work well with the authors, they show 
compliance and political expediency in making decisions about the publication of 
ideologically perverse materials. ... The Central Committee of the CPSU considers 
it necessary to emphasize the special responsibility of the heads of organizations 
and departments and editorial teams for the ideological orientation of the published 
works" (Decree ..., 1969). 

Of course, this decision could not but affect the cinema industry, so the 
practice of replenishing the list of films banned by the censorship continued, and 
ideological control of screenplays and the filming process intensified. 

In the year of the 50th anniversary of the USSR, on January 21, 1972, the 
Resolution of the CPSU Central Committee "On Literary and Art Criticism" was 
issued, where, in unison with the above mentioned decree, it was argued that 
"criticism is still not sufficiently active and consistent in affirming the 
revolutionary, humanistic ideals of the art of socialist realism, the disclosure of the 
reactionary essence of bourgeois "mass culture" and decadent trends, in the 
struggle against various kinds of non-Marxist views on literature and art, and 
revisionist aesthetic concepts" (Resolution, 1972). 

In the same year, 1972, the Resolution of the Central Committee of the 
CPSU "On Measures for the Further Development of Soviet Cinematography" 
(2.08.1972) was issued, where it was once again reminded that "cinema art is 
called upon to actively promote the formation of a Marxist-Leninist world outlook 
among the broad masses, to shape the spirit of selfless devotion to our 
multinational socialist homeland, Soviet patriotism and socialist internationalism, 
the assertion of communist moral principles, the irreconcilable attitude toward the 
bourgeoisie ideology and morals, petty-bourgeois remnants, to everything that 
prevents our progress" (Resolution On Measures ..., 1972). 

Thus, in about three years, a series of resolutions were adopted concerning 
culture and ideology aimed not only at combating the harmful influences of the 
West, but also at propagating communist ideology. Trying to influence the 
formation of the worldview of Soviet youth, the country's leadership in October 
1976 published the Resolution of the Central Committee of the CPSU "On working 
with creative youth", which also affected the cinema and other media. 
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However, apparently, some alarming signals about the real moods of the 
population (especially young people) that reached the Kremlin through the special 
services did not allow the CPSU ideological apparatus to relax. In April 1979, the 
Central Committee of the CPSU adopted a resolution "On the further improvement 
of ideological, political and educational work," which, in particular, stated that: 
"The communist party organizations, cultural bodies, ideological institutions and 
departments, creative unions, are assigned the mission to improve the ideological 
and political education and the Marxist-Leninist education of the artistic 
intelligentsia. They should constantly care for the upbringing of high ideology, 
citizenship, the development of creative activity of writers, artists, composers, 
theater and cinema specialists, and journalists. They must pay attention to the 
creation of new significant works of literature and art that talently reflect the heroic 
accomplishments of the Soviet people, the problems of the development of 
socialist society, used by our ideological opponents. They must intensify the 
activity of creative unions in analyzing trends in the development of literature and 
art" (Resolution, 1979). 

Later on, similar to the previous documents, it was stressed that "imperialist 
propaganda ... is continuously conducting fierce attacks on the minds of Soviet 
people, striving to use their most sophisticated methods and modern technical 
means to poison their understanding with slander against Soviet reality, to tarnish 
socialism, to embellish imperialism and its predatory, inhuman policies and 
practices. Perverted information and biased coverage of facts, underreporting, half- 
truth and shameless lies - everything is put to use. Therefore, one of the most 
important tasks of ideological, educational and informational work is to help 
Soviet people recognize the whole falsity of this slanderous propaganda, in a clear, 
concrete and convincing manner to expose its insidious methods, to bring the truth 
about the world's first country of victorious socialism to the international 
community. It should always be remembered that the marginalization of the 
coverage of actual problems, lack of promptness, questions left unanswered, are 
beneficial only to our class enemy" (Resolution, 1979). 

It was 1979 that was almost the final for a brief détente in political relations 
between the USSR and the West, the cold war began to gain momentum. Soon 
after the invasion of Soviet troops in Afghanistan (late December 1979), the 
jamming of the broadcasts of Voice of America and other Western radio stations in 
Russian on the territory of the USSR resumed (from August 20-21, 1980). 

The power of Y. Andropov (years of life: 1914-1984) further exacerbated 
ideological confrontation and counterpropaganda: in June 1983, the Resolution of 
the Plenum of the CPSU Central Committee "Actual Issues of the Party's 
Ideological and Political Work with Masses" was adopted. 

The brief office period of K. Chernenko (years of life: 1911-1985) was 
marked not only by the escalation of ideological confrontation, but also by an 
attempt of the education reform (relatively stable in the 1970s). The decision about 
the reform was taken at the Plenum of the Central Committee of the CPSU in June 
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1983. K. Chernenko approved it and published the Decree of the Supreme Soviet 
of the USSR "On the main directions of the reform of the secondary and vocational 
school" (April 12, 1984 N 13-XI), which presupposed: 

- return to the eleven-year secondary education; 

- streaming high-school students into various advanced level classes (i.e. 
Language Arts, Science, Maths); 

- the establishment of secondary vocational schools; 

- limiting the number of students in a class to 25-30 people; 

- increase of teachers’ salary (Decree ..., 1984). 

Again, as in the late 1950s and early 1960s, the task was "to radically 
improve the implementation of labor education, training and vocational guidance 
in the general education school; to strengthen the polytechnical, practical 
orientation of teaching; to expand significantly the training of skilled workers in 
the vocational training system; to implement the transition to universal vocational 
education for young people" (Decree ..., 1984). 

However, in reality, the idea of labor training in schools (as it had happened 
in the first half of the 1960s), was very soon rejected: since 1988, vocational 
training in secondary school became elective, not obligatory. In fact, neither the 
teachers’ salary, nor the prestige of the pedagogical profession really increased (the 
latter, by the way, was reflected in the films on the school topic). 

It is clear that the Decree of the Supreme Council of the USSR "On the main 
directions of the reform of the secondary and vocational school" has to some extent 
been embodied in Soviet audiovisual media texts, but because of "perestroika" 
started in 1986, films, violating prior taboos of school representation in films, have 
appeared. 

As for the direct reflection of political events (see Table 3), it barely 
appeared in the films on the school/university theme of the stagnation era: neither 
the Soviet-Chinese conflict nor the war in Afghanistan affected the "school" films 
in any way. The only truly politicized film was The Diary of Carlos Espinola 
(1976), depicting the international boarding school for children of foreign (often — 
Latin American) oppositionists. In the course of action, a schoolboy named Carlos 
learns that his father was sentenced to death for an opposition struggle (most likely 
in Chile) and (apparently) for pro-Soviet views. 


Table 3. Key dates and events in the USSR and worldwide in stagnation 
period (1969-1985): politics, economics, education, culture 
(compiled by A. Fedorov) 


Years | Key dates and events in the USSR and worldwide in stagnation period (1969-1985): 
politics, economics, culture 


1969 Resolution of the Central Committee of the CPSU "On increasing the responsibility of the executive 
managers of the press, radio and television, cinema, culture and art institutions for the ideological and 
political level of published materials and repertoire": January 7. 

The publication of the New Edition of the Third Program of the CPSU, that didn't contain promises to 
build communism in the near future. 
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Armed conflict between the USSR and China on Damansky Island: March. 

Resolution of the Central Committee of the CPSU and the Council of Ministers of the USSR "On 
measures for the further development of Soviet children's literature": March 26. 

The approval by the Ministry of Education of the RSFSR of the elective course for the secondary school 
"Fundamentals of the Cinema Art": April. 

The landing of American astronauts on the moon: July 20. 

Resolution of the Council of Ministers of the USSR on the measures for the development of color 
television in the USSR: August 9. 

Organization of preparatory courses at universities: August 19. 

The beginning of Soviet-American negotiations on the limitation of strategic nuclear weapons: Nov. 17. 
The exemption of A. Solzhenitsyn from the USSR Writers' Union: November. 


1970 


100-year anniversary of V. Lenin: April 22. 

Twentieth anniversary of victory over Germany in the Great Patriotic War: 9 May. 

The treaties between the USSR and Germany, Germany and Poland on the recognition of postwar borders 
in Europe: August. 

Adoption of the Charter of the secondary school: September 8. 

A. Solzhenitsyn is awarded the Nobel Prize in Literature: October 8. 


1971 


XXIV Congress of the CPSU: March 30 - April 9. 

Five hundred thousand people in Washington, D.C. and 125,000 in San Francisco march in protest 
against the Vietnam War - April 24. 

The United Kingdom accused about 100 Soviet diplomats of espionage - September 24. 


1972 


Resolution of the Central Committee of the CPSU "On Literary and Art Criticism": January 21. 

Visit of US President Richard Nixon to the USSR. Between the USSR and the United States, an 
agreement was signed on limiting missile defense and on the joint space program "Soyuz" - "Apollo": 
May 22-30. 

Resolution of the Central Committee of the CPSU "On measures for the further development of Soviet 
cinema": August 2. 

Trade agreement between the USSR and the USA: October 18. 

The 50th anniversary of the USSR: December 30. 


1973 


Armed insurgency in Chile. The President of Chile S. Allende was killed. General A. Pinochet came to 
power in Chile: September. 

War in the Middle East: October. 

Increase in world oil prices. 

The publication (in Paris) of the first volume of the anti-Soviet / anti-communist book of A.I. 
Solzhenitsyn "The Gulag Archipelago": December. 


1974 


A. Solzhenitsyn was expelled from the USSR: February 13. 

Visit of the US President Richard Nixon to the USSR. The agreement on restriction of underground 
nuclear tests is signed: on July, 3rd. 

The resignation of US President Richard Nixon: August 8. 

Visit of the US President J. Ford to the USSR: November 23-24. 


1975 


The Soviet Union's refusal to trade with the US in protest against the statements of the American 
Congress on Jewish emigration: January 15. 

End of the Vietnam War: April 30. 

The 30th anniversary of the victory over Germany in the Great Patriotic War: 9 May. 

Signing the USSR (together with 35 countries) of the Final Act of the Conference on Security and 
Cooperation in Europe: August 1. 

Another break in the jamming of "enemy votes" (except for Radio Liberty) - as a result of the signing of 
the Helsinki Act. 

Joint Soviet-American space flight: July. 

A Russian nuclear physicist, and an activist for disarmament and peace A.D. Sakharov is awarded the 
Nobel Peace Prize: October 9. 


1976 


XXvV Congress of the CPSU: February 24 - March 5. 

Reaching of the agreement between the USSR and the USA on the prohibition of underground nuclear 
explosions for peaceful purposes with a capacity of over 150 kilotons: on May 28. 

Resolution of the Central Committee of the CPSU "On work with creative youth": October 12. 


1977 


The Soviet icebreaker Arctica becomes the first surface ship to reach the North Pole - August 17. 
Opening of the Belgrade Conference on Monitoring the Implementation of the Decisions of the 
Conference on Security and Cooperation in Europe: 4 October. 

The 60th anniversary of Soviet power: November 7. 

The Soviet National Anthem's lyrics are returned after a 24-year period, with Joseph Stalin's name 
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omitted. 


1978 A military coup in Afganistan - April 27. 
Start of Islamic Revolution in Iran. 

1979 Resolution of the Central Committee of the CPSU "On further improvement of ideological, political and 
educational work": April 26. 

The agreement between the USSR and the USA on the limitation of strategic offensive weapons: June 18. 
The 60th anniversary of Soviet cinema: August 27. 

The second coup d'état in Afghanistan, supported by the USSR: September 16. 

The entry of the USSR troops into Afghanistan, the beginning of the Afghan war: December. 

1980 In response to the invasion of Soviet troops in Afghanistan, the United States suspended ratification of 
the treaty on the limitation of strategic offensive arms, announced a boycott of the Olympic Games in 
Moscow and an embargo on the supply of modern technologies and grains to the USSR: January 4. 
Academician AD Sakharov was exiled to Gorky. By decree of the Presidium of the Supreme Soviet of 
the USSR, he was deprived of the 3 titles of Hero of Socialist Labor, and by a decree of the Council of 
Ministers of the USSR - the title of laureate Stalin (1953) and Lenin (1956) prizes: January 22. 

The Olympic Games in Moscow: July 19 - August 3. 
The USSR resumed jamming the broadcasts of "Voice of America" and other Western radio stations in 
Russian on the territory of the USSR: from August 20-21. 
Activity of the Solidarity movement in Poland. 
1981 XXVI Congress of the CPSU: February 23 - March 3. 
Abolition of the US embargo on grain supplies to the USSR: April 24. 
The beginning of the production of neutron weapons in the United States. 
The signing of a contract between the USSR and Germany on the supply of gas to West Germany: 
November 20. 
Imposing the martial law in Poland: December 13. 
Statement by US President R. Reagan on the inadmissibility of Soviet interference in the affairs of 
Poland, the announcement of new sanctions against the USSR: December 29. 
1982 Signing a contract between the USSR and France for the supply of Siberian gas: January 23. 
The British-Argentine armed conflict in the Falklands: March-April. 
Resolution of the Central Committee of the CPSU "On the creative links of literary and art magazines 
with the practice of communist construction": July 30. 
The death of Leonid Brezhnev: November 10, Yu.V. Andropov comes to power. 
Cancellation of the US sanctions imposed against the USSR in connection with the events in Poland: 
November 13. 
The 60th anniversary of the USSR: December 30. 

1983 Resolution of the plenum of the Central Committee of the CPSU "Actual issues of the ideological, mass- 
political work of the party": June. 
The government of Poland announces the end of martial law and amnesty for political prisoners - July 20. 
A South Korean civilian aircraft was shot down over the territory of the USSR: September 1. 
Y. Andropov's statement with a statement against the deployment of Pershing-2 missiles in Europe and 
the abolition of a moratorium on the deployment of medium-range nuclear missiles: November 24. 

1984 The conference on disarmament is opened in Stockholm: January 17. 
The death of Y. Andropov, K. Chernenko comes to power: 9 February. 
Decree of the Supreme Soviet of the USSR "On the main directions of reform of the general and 
vocational schools": April 12. 
Resolution of the Central Committee of the CPSU and the Council of Ministers of the USSR "On 
measures to further enhance the ideological and artistic level of motion pictures and strengthen the 
material and technical base of cinematography": April 19. 
Statement on the Boycott of the USSR Olympic Games in Los Angeles: May 8. 
The French President F. Mitterrand visits the USSR: June 21-23. 
The Soviet protest against the US military program "Star Wars": June 29. 
Visit of the member of the Politburo M. Gorbachev in the UK, his meeting with Prime Minister 
M. Thatcher: December 15-21. 

1985 The death of K. Chernenko, Mikhail Gorbachev comes to power: March. 


The resumption of negotiations on arms limitation in Geneva: March 12. 
The 40th anniversary of the victory over Germany in the Great Patriotic War: May 9. 
Meeting of M. Gorbachev and Reagan in Geneva: November 19-21. 
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According to the authorities, the Soviet audiovisual texts in 1969-1985, 
related to school and university, were supposed to support the main lines of the 
then state policy in the educational, social, and cultural spheres, that is, to show 
that while maintaining common ideological guidelines, the Soviet system of 
education, upbringing and culture: 

- cares about the inner world of a school student and focuses on the 
formation of a "comprehensively developed personality"; 

- the relationship between teachers and students remains democratic, to 
some extent creative; 

- there are problem zones at school and university (criticism became 
especially visible in the first half of the 1980s, with the release of such significant 
works as The Rescuer by S. Soloviev, Boys by D. Asanova and Scarecrow by R. 
Bykov). 

How the knowledge of real historical events of a particular period helps to 
understand the given media texts, examples of historical references in these media 
texts. 

The Golden Watch (1968) and Our Calling (1981), features a positive view 
on the pedagogical experience of Soviet educators and the pioneer movement of 
the 1920s, however, these films no longer had such broad resonance as the thaw 
period film Republic of ShKID (1966). In the 1970s and early 1980s, the tendencies 
of returning to the Lenin's norms of life and the ideas of "good Bolsheviks" have 
already lost their appeal. 

The films The Big Break (1972), Translation from English (1972), 
Different People, 1973; The Diary of the School Principal (1975), The Key That 
Should Not Be Handed On (1976); Refutation (1976); The Rescuer (1980) reflected 
the problems in the pedagogical environment, which to some extent echoed the 
message for self-criticism, contained in the reports of the CPSU congresses. 

Social, cultural, ideological, and religious context 

Ideology, directions, goals, objectives, world outlook, the concepts of the 
media texts' authors in the socio-cultural context; ideology, culture of the world, 
depicted in media texts. 

In the era of "stagnation", the communist ideology (including the anti- 
capitalist theory of socialist realism) in the USSR continued to dominate, the film 
industry found itself under harder censorship than in "thaw" period, so the authors 
of most audiovisual media texts on the school-university theme were working 
within these strict frames, although every year the school and university subjects in 
Soviet cinema step by step won back new "permitted" territories. 

In the films Woodpeckers Don't Get Headaches (1974), Love at First Sight 
(1975), One Hundred Days After Childhood (1975), School Waltz (1977), I Ask to 
Accuse Klava K. Of My Death (1979), Love and Lies (orig. Vam i ne snilos, 1980), 
All The Way Around (1981), Cheating (1983), etc. the theme of love relationships 
between school students was unveiled on the whole in a puritan way. However, 
such events as the triumphant march of rock music and the sexual revolution 
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sweeping western countries in the 1970s, touched upon popular culture in the 
Soviet Union, too. Thus, in School Waltz (1977), a pretty senior not only had 
sexual relations with her classmate, but was also pregnant (the situation had been 
absolutely impossible in the chaste cinema of the previous years). Alyosha (1980) 
featured a young teacher in the technical college falling in love with his seventeen- 
year-old student and proposing to her. Despite all the rigors of Soviet censorship, 
some films contained episodes exposing adolescent interest in sex: schoolchildren 
examined a low neckline of a good-looking teacher in binoculars (We Used to Live 
Next Door, 1982), a schoolgirl admired the nude figure of a young teacher taking 
the shower (Good Intentions, 1984). 

While in the film Little Confession (1971) rock music was still a novelty, a 
few years later it sounded in many films about school/education (Brother is the 
Whole Point, 1976; The Practical Joke, 1976; I Will Wait, 1979, etc.). 

The world outlook of the characters of the "school world" depicted in 
media texts 

In general, the world view of the audiovisual media texts’ characters 
featuring school and university storylines during the stagnation period, as in the 
previous decades, was optimistic, however, some anxiety about the morale of 
teachers and students (The Diary of the School Principal (1975), The Key That 
Should Not Be Handed On (1976), The Rescuer (1980), The Chair (1982), The 
Boys (1983), Scarecrow (1983), etc.). There were outstanding personalities, 
troubled with reflection and doubt among the characters (schoolchildren, students 
and teachers) (Cross the Threshold, Translation from English, The Diary of the 
School Principal, One Hundred Days After Childhood, The Key That Should Not 
Be Handed On, The Traitor, The Rescuer, The Boys, Scarecrow). But there were 
also new dramatic plot twists: in Other People's Letters (1975), an impudent high 
school student rudely interfered in personal life of the teacher who sheltered her, 
and in Scarecrow (1983) aggressive classmates harassed a defenseless girl. 

At the same time, there was a mass production of "school" films, where the 
usual hierarchy of values dominated (communist ideology, collectivism, diligence, 
honesty, willingness to give a helping hand): Yulka, 1972; Valka's Sail, 1974; Such 
High Mountains, 1974; Little Dad's Adventures, 1979; Sail, Ship, 1983; The Diary, 
The Letter and The First Grader, 1984, The Sun in Your Pocket, 1984; Watch Out - 
Vasilyok, 1985, etc. It seems that the story of a reformed struggling school boy 
from the comedy Malicious Sunday (1985) could have been filmed in the late 
1940s and 1950s. Such films generated a touching, pathetic intonation in relation 
to the school children characters (Gromov, 1981, p. 36). 

Meanwhile, Soviet economy problems were highlighted on the screen more 
and more often. For example, Translation from English (1972) shows the 
excitement of schoolchildren about petty but deficit foreign merchandise (chewing 
gums and badges). The comedy Crank from the 5B (1972) features a shot taken at 
the department store and consumers' hype at the counter. In Quiet C-Students 
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(1980), one of the characters proudly declares that he waited for three years for his 
turn to buy the sought after car. 
Structure and narrative techniques in these media texts 

Schematically, the structure, plot, representativeness, ethics, features of 
genre modification, iconography, character characters of audiovisual media texts 
on school and university topic in the "stagnation" period can be presented as 
follows: 

- the location and time period in media texts. The main location in films is 
school classes and corridors, schoolyards and flats; the plot is set mostly (if it's not 
a retro about 1920s) at the time when the film is made. 

- the environment typical for these media texts, household items: the 
furnishings and household items of school films are still modest, however 
sometimes wealthy apartments are shown (The Practical Joke, Grasshopper, The 
Chair, The Follower). 

- genre modifications of school and university subjects: drama, comedy, 
melodrama, less often - fiction; 

- narrative techniques, narrative bias: positive characters are rarely 
idealized, and negative ones tend to be presented ambiguously too, although there 
are many relapses from the "soothing" cinema of the 1950s; 

Typology of characters: 

- characters’ age: the age of schoolchildren is in the range of 7-17 years, 
however, teenage characters are most common; the age of other characters 
(teachers, parents, grandparents, etc.) varies, but adults but adults below 60 prevail; 

- education level: corresponding school year for students, teachers 
presumably have a university degree, supporting characters can have any level of 
education; 

- social status, profession: the financial situation of students is basically 
the same (although from the second half of the 1970s the material inequality of 
individual characters began to be more clearly indicated), they can be either from 
the families of workers and farmers, or from the intelligentsia. The parents’ jobs 
are diverse. 

- characters’ marital status: school students, naturally, are not married; 
adult characters are mostly married, however, single teachers often appear on the 
screen (resulting in plot twists connected with the love relationships of male 
teachers with university or college female students); 

- appearance, clothing, physique of characters, features of their 
characters, vocabulary: the appearance of the characters of school children and 
students in the films of the stagnation period is within the framework of the canons 
of the student's image of that time. The boys' hairdo changed in the mid 1970s: the 
western fashion for men's long hair no longer shocked the teachers. 
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A shot from the movie The Practical Joke (1976) 


Schoolchildren in the films 1969-1985, as in the "thaw" period, did not 
exhibit fanaticism of their peers in the films of the 1920s -1930s, but on the whole 
they retained optimism. However, more and more often villain characters, who 
clearly had no chance of reformation, appeared on screen. 

Teachers from the films of the stagnation period, like in the days of the late 
thaw, were increasingly confronted with doubts and sad contemplations. The 
distance between them and the students became more fragile (this was especially 
evident in the dramas Other People's Letters, Traitor, Alyosha, 4:0 in Tanechka's 
favor, Good Intentions, Almost Peers). As for the appearance, now they could 
already afford some liberties in their clothes (for example, a suede jacket, a flirty 
scarf, in-style blouse and hairdo). 


A shot from the movie Quiet C-Students (1980) 


A significant change in the life of media characters and the challenge that 
the characters face (a violation of the usual life): 

Option 1: among the next-door characters, schoolchildren who live a 
normal life, are those who for some reason do not fit into the standard framework 
of interpersonal communication and learning process, that is: 

- they perform weekly at school and thus hold back the class’ rating (The 
Last "Fail" Grade, 1977, Quiet C-Students, 1980, Another Student's A, 1982 etc.); 
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- try to dominate, subjugate their classmates, acting sometimes violently 
(Kindness, 1977; Plead Guilty, 1983; Scarecrow, 1983; Leader, 1984; Games for 
Schoolchildren, 1985, etc. .); 

- stand out among classmates (in a good way or in a bad way) so conflict 
with the rest of the class and / or teachers (Cross the Threshold, 1970, Little 
Confession, 1971, Oh, This Nastya, 1971); Translation from English, 1972; Crank 
from the 5B, 1972); Stunning Berendeev, 1975; Other People's Letters , 1975; 
What's Wrong With You?, 1975; The Practical Joke, 1976; Kindness, 1977; Once 
Upon a Time There Lived the First Grade, 1977; Flat with the Child to Rent, 1978; 
The Tuning Fork, 1979; Unfinished Lesson, 1980; Revision For the Exam, 1980; 
Lullaby for Brother, 1982; If to Believe Lopotukhin, 1983; Mascot, 1983; 
Scarecrow, 1983, The Morning Without Marks, 1983; The Leader, 1984; The Third 
One in the Fifth Row, 1984; Malicious Sunday, 1985; Different, 1985); 

- fall in love (Boys, 1969; Yulka, 1972; Woodpeckers Don't Get 
Headaches, 1974; Love at First Sight, 1975; One Hundred Days After Childhood, 
1975; School Waltz, 1977; I Ask to Accuse Klava K. Of My Death, 1979; Love and 
Lies, 1980; All The Way Around, 1981; Cheating, 1983; Overheard Conversation, 
1984, Before the Snow Falls Down, 1984, etc.). 

Option 2: there are extraordinary teachers among faculty - those who also 
do not fit into the standard school framework, that is, they try to: 

- resist the outdated and / or, from their point of view, incorrect methods of 
the school principal and / or teaching staff and collide with him / them (Every 
Evening After Work, 1973; The Key That Should Not Be Handed On, 1976; 
Refutation, 1976; Kindness, 1977; Alyosha, 1980, Unfinished Lesson, 1980, etc.); 

- establish trust-based relations with the students, no matter how difficult it 
may be (The Big Break, 1972; The Key That Should Not Be Handed On, 1976; The 
Traitor, 1976; Kindness, 1977; The Tuning Fork, 1979; Alyosha, 1980; Unfinished 
Lesson, 1980; 4:0 in Favor of Tanechka, 1982; Good Intentions, 1984; Almost 
Peers, 1984; Men Are Men, 1985). 

Solving the problem: 

Option | (student-centered): 

- "correct" characters (schoolchildren, teachers, parents, other adults) 
return non-conformist and / or students in love to ordinary life by individual and 
joint efforts (Translation from English, 1972; Yulka, 1972; Kindness, 1977; The 
Last "Fail" Mark, 1977; The Tuning Fork, 1979; Quiet C-Students, 1980; All the 
Way Around, 1981; The Morning Without Marks, 1983); 

- "odd ones out" school students keep their belief, because they do not 
comply to educational/parental influence (Cross the Threshold, 1970; Other 
People's Letters, 1975; The Practical Joke, 1976; Love and Lies, 1980; The 
Leader, 1984). 

Option 2 (teachers-centered): 

- unconventional teachers triumph (Translation from English, 1972; 
Kindness, 1977; Quiet C-Students, 1980; 4:0 in Favor of Tanechka, 1982; Good 
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Intentions, 1984; Almost Peers, 1984 ), or (as in Every Evening after Work, 1973; 
Other People's Letters, 1975; The Key That Should Not Be Handed On, 1976; The 
Traitor, 1976; and Alyosha, 1980) the result of their effect on students is 
ambiguous. 

The transformation of the gender aspect within the school/university theme 
in cinema is notable. In the 1960s - the mid 1970s, the on-screen teacher was often 
a man (Mishka, Serega and I, 1961; The Fallen Angel, 1962; Come Tomorrow, 
1962; The First Teacher, 1966; The Republic of Shkid, 1966; The Literature 
Lesson, 1968; We'll Live Till Monday, 1968; Cross the Threshold, 1970; The Big 
Break, 1972; Translation from English, 1972; A Teacher of Singing, 1972; Yulka, 
1972; The Diary of the School Principal, 1975; One Hundred Days After 
Childhood, 1975). But in the late 1970s - early 1980s, due to the actual state of 
things, images of female educators, often single, lonely and disturbed, appear: 
Other People's Letters, 1975; The Key That Should Not Be Handed On, 1976; The 
Traitor, 1976; The Practical Joke, 1976; Flowers for Olya, 1976; Flat with the 
Child to Rent, 1978; French Lessons, 1978; The Tuning Fork, 1979; Love and Lies, 
1980; Quiet C-Students, 1980; Lullaby for Brother, 1982; Scarecrow, 1983, Good 
Intentions, 1984; The Third One in the Fifth Row, 1984; Men Are Men, 1985); 

The gender aspect in cinema on the school topic culminated, in our 
opinion, in the film Men Are Men (1985). A pompous pioneer complains to the 
teacher that boys in her class perform poorly and hold the whole class back, so that 
she wishes a separate education returned. The male part of the class takes this as a 
challenge and literally starting the next day boys impress the whole school both by 
exemplary behavior and by excellent grades. 

Conclusions. One may agree that most of the films dedicated to school 
during the stagnation period in the USSR were based on typical stereotypes that to 
some extent reflected life-like patterns: the emergence of non-fitting-in teachers, 
their opposition to the routine; a non-standard student, an intelligent student who 
often conflicts with a class and a doctrinal teacher and does not always find an ally 
represented by an intelligent mentor or a peer (Mamaladze, 1977, pp. 75-76). But 
the thesis about the isolation of the screen school from real school life has been 
refuted by storylines, conflicts and characters of such debated and remarkable 
films as Other People's Letters, The Diary of the School Principal, The Rescuer, 
Scarecrow and Games for School Children. 

Summing up, the analysis of the films of the stagnation period (1969-1985) 
about school/university showed that on the screen: 

- the education/ formation process went beyond the previous strict 
framework for the preservation of rigid communist landmarks, and the anti- 
religious orientation was no longer imposed; 

- the storyline was not directly linked to key international political events, 
although to varying degrees they were dependent on domestic political attitudes; 

- the main story clashes were built on the opposition of non-ordinary 
teachers and students with stagnation, bureaucracy, mediocre authorities / 
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colleagues / class. The problem zones (economic crisis, disappointment and 
fatigue, professional "burnout" of teachers, bureaucratism, pragmatic cynicism of 
students, teenage cruelty, etc.) were not concealed; 

- schoolchildren in the films 1969-1985, as in the "thaw" period, did not 
exhibit fanaticism of their peers in the films of the 1920s -1930s, but on the whole 
they retained optimism. However, more and more often villain characters, who 
clearly had no chance of reformation, appeared on screen; 

- the activity of students, that used to be mostly directed to the outside 
world, even more than in the 1960s, in the stagnation period began to touch upon 
their inner world (Oh, this Nastya, 1971; Spring Flips, 1974; Woodpeckers Don't 
Get Headaches, 1974; One Hundred Days After Childhood, 1975; Other People's 
Letters, 1975; French Lessons, 1978; The Rescuer, 1980; Scarecrow, 1983); 

- the relations between teachers and students have become more 
democratic, in some instances even reaching back-slapping terms; 

- the prestige of the pedagogical profession has began to decline in the 
eyes of students and general public; 

- images of female teachers, often lonely and anxious, began to prevail; 

- income and property differentiation increasingly manifested itself; 

- there were changes in the appearance of students and teachers, it became 
more casual; in a latent form, the motif of female sexuality gradually emerged; 

- stories about university students (We Have Not Covered It, 1975; 
Troublemaker, 1978; Grasshopper, 1979; I Will Wait, 1979; Since We've Been 
Together, 1982; My Little Wife, 1984; Valentin and Valentina, 1985; How Young 
We Were, 1985) unlike the "thaw" analogues were practically devoid of intellectual 
disputes, and were densely immersed in the genre element of melodrama and / or 
comedy. On the whole, the love theme in the cinema about school/university was 
generally delivered with the melodrama accents; 

- since the mid-1970s, the color image has led to an increase in the 
entertainment aspects of films. 
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5. Soviet films about school and university 
of the "perestroika" period (1986-1991) 


Keen researchers of films on school and schoolchildren G.A. Belyaeva and 
V.Y. Mikhailin argue that "the emergence of the school genre was due to the need 
of the Soviet power elites in updating the tools which they embodied the 
communist project with and carried out the necessary work to create profitable and 
acceptable to the viewers matrices, with which the latter could build their own 
projective realities. In this sense, the customer or the agency, forming the system 
of expectations necessary for the emergence of the genre is two social groups: the 
actual Soviet power elite (and the closely related cultural elites) form the 
"commission" directly, solving very specific mobilization tasks. However they are 
guided by a very definite set of projective realities, compatible with the positively 
and negatively colored personal expectations of a "common Soviet man", who, in 
this way, is also directly involved in shaping this commission" (Belyayev, 
Mikhailin 2015, p. 551). Aside from the fact that the authors clearly confuse the 
terms "genre" and "theme" (a film genre isn't its theme, but there may be overlap; 
so any topic, including school, can be features in different genres), it is quite 
possible to agree with the rest. However, it was true before the "perestroika" 
period, when a lot of films about the school and university broke the former Soviet 
"mobilization agenda": the communism project was rejected, the former idealized 
screen world of school and university collapsed. 

First Western cinema, and a little later — Polish and Hungarian cinema in 

the 1970s, broke the previous censorship bans and disclosed striking themes of 
minors’ violence, drug addiction, child prostitution, sexual relations not only 
between students, but also between school teachers and students. Thus the 
generation gap eternal problem was tinted with new and shocking colors. 
With an understandable delay, Soviet cinematography joined this tendency only in 
the perestroika period, although in the first half of the 1980s it seemed that the 
Boys (1983) and Scarecrow (1983) marked the top bar of the censorship 
permissible representation of youth in the Soviet cinema. 

So, in the drama Arsonists (1988) a special school for girls aged 15-16 was 
graphically shown. The action of the first half of the film is transferred from the 
toilet to the punishment cell, from the shabby barn to the dark closet. Violence, 
drugs, cruelty, in a spiritually sanctimonious state shell accompanied with the song 
"My address is not a house or a street ...". When a youthy teacher, well aware of 
the mores of the school's population, prefers not to notice the fresh blood on the 
mirror in the bedroom for twenty people. When the strong take pleasure in bullying 
the weak. The first part of the film features some strong episodes. And the main 
character — the leader of the vocational school's class — is presented by the authors 
unusually harshly, giving no hints for sympathy, without traditional scenes of 
reformation and hope. 
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In our opinion, the second part of the film looks weaker, when a girl, 
having escaped from the "educational institution", makes her way to Central Asia. 
A lot of episodes seem superfluous and protracted, and, probably, the picture 
would only have benefited if the authors had deepened their investigation into the 
characters and relationship in the special school. 

Even more shocking, especially compared to Soviet films about children of 
the 1950s and 1970s, was the Government Facility (1989). The film had a 
terrifying ending: a 15-year-old orphan killed a man as a revenge for his girlfriend, 
raped by him. But it was also a vengeance for his ruined childhood, for his friend's 
drug overdose, for the hypocritical slogans of adults, for the social indifference, for 
the wretchedness of his life. Only five years earlier Soviet people enjoyed 
watching a sentimental Orphanage's Headmistress (1983), where the caring and 
affectionate heroine performed by N. Gundareva sincerely tried to create a home 
comfort for her disadvantaged foster pupils. 

But in 1989 the very name of the film Government Facility sounded like a 
severe and ruthless accusation. There's nothing to do about it: by the beginning of 
the 1990s, almost the entire country turned into an unfriendly and uncomfortable 
state house, whose inhabitants were doomed to humiliation of human dignity, 
discomforts and stresses, poverty and lack of freedom; the orphanage, as a water 
drop, reflected all the vices and misfortunes of Soviet life. 

"The headmistress" of the government facility was played by G. Polskhih. 
Previously she had played a lot of charming, good mothers. But here her character, 
the head teacher of the orphanage, is far from educational problems. G. Polskhih 
played an administrative appendage of the government mechanism of foster 
children's management. 

At the same time, she is not at all a monster, at times, she can talk to 
someone heart to heart. She has quite good relationship with her colleagues. She is 
not too strict. She may scream with the power of the fire alarm, but she settles the 
nerves quite quickly, too. 

By the way, this feature was pointed out by the authors very accurately. 
The system of interrelations in an average educational institution made school and 
orphanage's employees develop an ability to bring oneself almost to hysterics 
(outwardly) with absolute coldness and indifference (internally). G. Polskhih's 
character values the facade of well-being in the first place. For its sake, she is 
ready to turn a blind eye to anything. The film gave a kind of sociological snapshot 
of the life of the "captives" of orphanages, calling for mercy, compassion, 
changing the community for the kinder way. 

In the film Made in the USSR (1990), the usual secondary school became a 
model of a totalitarian state. A trivial story about a mysterious theft of a VCR 
(curiously enough, a VCR and a video camera used to be some of the most 
common objects of theft in "perestroika" films about the school, but today's young 
audience probably needs a special explanation on the prestigious value of video or 
branded jeans during perestroika) turns into a grotesque and gloomy farce, when 
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the acting director terrorizes students and teachers as a dictator. Young "patriots" 
punish their peers "dissidents", joining the ranks of the "pioneer-yugend", and a 
school laboratory turns into a torture room. The sinister and bitter satire of this film 
was undoubtedly inspired by the anti-utopias of G. Orwell and E. Zamyatin, but, 
oddly enough, it does not seem outdated even today. 

However, perhaps the most pessimistic view of school problems was in K. 
Muratova's Asthenic Syndrome (1989): in mainstream cinematography "the 
director would know exactly who is good, who is bad, who is right, who is wrong. 
If the teacher is not talented, then it's OK for the students not to listen to him; or 
vice versa: they are loafers and hooligans, if they do not listen to their teacher ... 
Muratova has a different view; people generally do not care at all who is right, who 
is wrong, what is going on here or elsewhere: is there anyone here" (Anninsky, 
2006, p. 78-79). Here the students are busy with anything (eating, looking at 
obscene pictures, chattering, etc.), but not the subject matter. Here, a teacher, 
tormented by such a pedagogical process, can easily fight a high school student 
right during the lesson, and in the end of the film simply fall asleep forever. 

It was during the perestroika years that the previously poorly accentuated 
topic of material inequality was sharply outlined in the films about school. 

For example, analyzing the drama Temptation (1987), V.S. Ivanova 
persuaded the readers that it "inherited the best traditions of our school film: 
careful attitude to the youngest, the conversation is not at different levels, but on an 
equal footing, because even the smallest creature running around you is a person. 
In all the high sense of the word. That is, he, she may be already bad, and already 
good, but they entered life, society, they have a sum of claims, but also a sum of 
promises. ... Yes, others say, it is necessary to give the injection of adult life to 
children as early as possible - I do not know if it is so. but let's all the same do this 
gradually. With anesthesia. And in any case, with love. Otherwise it's a shock. 
Otherwise, scrap. As in Temptation (Ivanova, 1990, p. 152). 

At the beginning of the film Temptation it seems that the tenth grade 
student Zhenya is an elder sister of Lena (Scarecrow, 1983). Firstly, as Lena, she's 
new in class, and secondly, she falls in love with the cleverest and the most 
handsome and popular guy. But most importantly - she is a strong personality. But 
while Lena finds the strength to oppose the crowd one versus all, Zhenya is craving 
to win a place under the sun of the school elite. Zhenya's and Lena's classmates, if 
different from each other, it is only by age. The circle of interests they have, in 
fact, is the same. But the film's directing is deprived of lyricism and semitones. 

At pre-perestroika times, the authors would simply have to expose the 
character possessed by the "thirst for a beautiful life". However, Temptation is 
different. The problem is not about Zhenya dreaming of being accepted to "upper 
society" at her new school. The drama of the heroine is that she fell victim to the 
double morality of the society, an imaginary equality of opportunities. When the 
camera is mercilessly showing the fierce fight of Zhenya with her classmates after 
they exposed her fictitious elitism, the authors’ position is clearly emphasized. 
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If Temptation had been produced in the beginning of the 1980s (actually, 
the script by Yuri Klepikov was written for Dinara Asanova), it would undoubtedly 
have produced a shock effect, even more than Scarecrow. But at the box office in 
1988, along with other "exposing" picture, Zhenya's story was received without 
any special public resonance. 

In 1991, the theme of schoolchildren from "high society" was continued by 
the film Darling Ap (screen version of the story by G. Mikhasenko). E. Stishova 
wrote that this film priori asked for critical reproaches in the varnishing of reality. 
Severe critics had a lot of remarks. Children's Versailles, arranged by the director 
in the pavilions of the Belarusian film studio, was a nice change to people, 
exhausted by perestroika. Teenagers dressed in tuxedos with bow ties at a 
classmates’ birthday party, girls dressed up in haut couture gowns, the 
americanization of interiors and conversations, the rejection of everyday truth in 
the name of Beauty was, of course, an attempt for poetics, polemical in relation to 
the symbol of faith of the modern screen, pretending to reflect "life in the forms of 
life itself". To the critic's taste, there was not enough author's presence in the film, 
irony could be barely read, which is why the system of conventions, consciously 
chosen by the director, can be perceived as the relict thinking of the times of 
socialist realism, and not at all like a fairy tale movie, deliberately dropped out of 
social coordinates, deliberately abandoned psychology and connotation. Darling 
Ap manifests a certain intention of the film process, ready to form in the direction. 
It's the break with ideology, in the place of which any mythology will do - from 
Hollywood to the ancient one (Stishova, 1992, p. 135). 

We must pay tribute to the perspicacity of E. Stishova: the proportion of 
films that got rid of connotations and psychological underpinning became 
noticeably larger in Russian cinema both in the 1990s and in the 2000s, affecting 
the school theme, too. 

Perestroika cinema about schoolchildren has also broke old sexual 
prohibitions. Virtually, university teacher-university student affairs (albeit 
puritanically shown) were possible in Soviet cinema (Grasshopper, 1979), but the 
sexual relationship between school teachers and high school students was taboo 
(although there might be a hint of it, for example, in the melodrama The Story of 
the First Love, 1957). 

It started small: in the drama Come What May (1986), the zealous head 
teacher accused an innocent school dance production in the propaganda of 
"lecherous break dance," and an extraordinary high school student called his young 
teacher a beauty and declared his love in front of the whole class. 

However in Work on Mistakes (1988), one of the key scenes of the film 
was a seduction attempted by a school girl of her teacher (the teacher, though, 
resisted); schoolchildren mocked a classmate, who's still a virgin being 16. Scenes 
of seduction (although unsuccessful) of teachers are also present in the films Joys 
of the Youth (1987) and Slap in the Face that Never Happened (1987). 
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The drama The Doll (1988) boldly violated the last censorship bastion, 
featuring (no details) the sexual relationship between a female schoolteacher and a 
male high school student. Against the backdrop of the flow of perestroika 
revelations and turbulent political events of the late 1980s, The Doll did not cause a 
sensation. Someone grumbled, but press reacted calmly — as to the usual fact of 
life, transferred to the screen (Gerber, 1989). To a greater extent, the film proved to 
be interesting because of the different highlight: exhausting sports work from early 
childhood leaves not a second of childhood, turning a living girl into an elastic 
doll. The fairy tale ends, the doll gets ill and is no longer of interest to the state 
sport committee. She used to be a princess, but becomes a Cinderella, she has to 
start all over again in a new class. And she does so according to the principles 
developed by professional sport: twice two makes only four (Gerber, 1989, p.7). 

In the perestroika period, the storyline of an extraordinary university / 
school student was developed again (Come What May, 1986; Work on Mistakes, 
1988; The Whistler, 1988; The Jester, 1988; Puppy, 1988; Darling Ap, 1991, etc.). 
One can probably agree with the opinion of A. Romanenko, voiced by her in 1989: 
no matter how bitter it is, but still we must admit that the inner life of a young man 
remained for decades closed not because our grown-up children are so complicated 
and closed for us, but because the art was afraid to look at their features, to 
describe their morals, to listen to a sincere confession. Because it would require 
new ways of analysis, and civic courage, and awareness of the fact that the film 
may not be allowed on the screens. Too strong were obstacles for such films and 
books, the whole period of a person's maturing was missed. Now the art has begun 
to make up for lost time, but it does it sometimes feverishly and hurriedly, going 
only the upper layer of life deep. Because life that has gone ahead requires new 
forms of communication, and new tools for analysis, philosophical equipment, 
sociological thinking, and the publicist's gift. ... A decade ago, three points of view 
on the current generation of young people were widely popular. The first argued 
that our youth is wonderful, heroic, almost burning with enthusiasm. The second 
focused on negative phenomena in the youth environment. They even exaggerated 
their scale. Still others ironically lamented: two thousand years ago people used to 
complain about the youth's moral degeneration, nothing new about that. 
Meanwhile, no one was able to penetrate into the real essence of the issues 
bothering young people, to feel the guilt and responsibility of the older generation, 
to understand the role of that social atmosphere that reigned in the seventies and 
influenced the spiritual warehouse and the attitude of the young. Today, the 
problem of youth has become the key one in life and in art. ... It is not surprising 
that keen interest, which was caused by the films offering a new level of truth in 
the conversation about youth (Romanenko, 1989, p. 43, 46). 

Despite the acuteness of many "perestroika" films, the most debated film, 
where the main character was an offbeat schoolboy, was Plumbum, or a 
Dangerous Game (1986). Ruslan Chutko, nicknamed "Plumbum" is a young 
assistant of the police, using for the sake of "high" goals any means - betrayal, 
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blackmail, lies, violence. But the authors of this dramatic parable do not make him 
a disgusting monster. Yes, Ruslan meticulously and pedantically interrogates his 
father-poacher, reveling in his incorruptible authority. But the audience can see 
some human, even children's feature. But the line of Ruslan's parents is schematic: 
his mother is only interested in sentimental songs, fashion and figure skating on 
TV, and his father — in fishing in the wrong place. These are not alive characters, 
but signs, symbols of superficial slip in life. Other characters are somewhat 
hyperbolized too. Earlier works of A. Mindadze and V. Abdrashitov did not 
contain such obsessive symbolism and frank didacticism. However in Plumbum 
almost every episode is translated unambiguously. 

Apparently, given the relatively small box-office success of their previous 
works (The Word in Defense, The Turn, The Fox Hunt, The Train Stopped, Planet 
Parade), the authors decided to get own back by making a spectacular picture, 
aimed at disputes. In order for the film to become more understandable and easier 
to read, they intentionally chose to simplify the characters, to repeat the 
symbolism, to add suspense. Perhaps, it made sense in terms of building a bridge 
between popular culture and more complex works of art. Plumbum just became 
such an link. 

However, in the second half of the 1980s, the main character, Plumbum 
caused drastic disagreement among the audience. Some considered him a hero, 
others - a scoundrel. Some saw him as a role model, others angrily exposed his 
ignoble actions. 

Film critics' opinions differentiated, too. For example, A.Romanenko 
wrote: "Today the screen exposes the stereotypes of our thinking, explodes the 
usual patterns and approaches to analysis. According to generally accepted 
indicators, the hero of the film by V. Abdrashitov Plumbum — a teenager Ruska — 
can quite claim the role of a hero. An excellent student, a public figure, an obedient 
son. But if one correlates Ruska's world with universal moral values: mercy, love — 
all his qualities begin to grow smaller and are seen as if in a different light. The 
knowledge he has mastered is just information that cannot become the basis of 
human culture, the relationship with parents is a ritual, the struggle against the 
criminal world is a way to test one's self, a self-assertion. Everything is turned 
inside out, the polarity is being reversed (Romanenko, 1989, p.44). 

A.Gerber believed that Vadim Abdrashitov and Alexander Mindadze's 
film does not reassure or cheer. Some people might even humble with its impartial 
truth. She anticipated the irritation of the viewer, who is used to treating art as a 
well-groomed cemetery in the summer months, where everything is quiet and 
simple — "neither friends, nor enemies can be seen", as she puts it. However other 
audiences will say that this is not our boy, not our criminals, not our problems, it's 
disgusting, sick, pathological. The author argues that all of us, one way or another, 
are contaminated with this sickness, and on the screen we see an open form, with 
obvious symptoms. As a society, we have not yet thought about the destructive 
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power of social activity, not backed by moral ideals, devoid of moral guidelines. 
Abdrashitov and Mindadze have (Gerber, 1989, p.124). 

This opinion was challenged by M. Kuznetsova: "I'm infinitely sorry for 
the boy named Plumbum. I'm tormented by the question: is it right with an 
unmercifully almighty author's will to load an incredibly heavy weight onto the 
immature shoulders of a child? All the sad experience of disappointment in people, 
piles of lies, which a person by the age of forty goes through... multiplied by talent, 
impassivity of the film director about the most painful moral issues of our time and 
the nearest past, - all this causes controversy, rejection and — worst of all — 
misunderstanding. I'm afraid that the younger generation can perceive Plumbum as 
an example to follow" (Kuznetsova, 1989, p.130). 

S. Shumakov was even harsher in his assessment: "If the authors of 
Plumbum set themselves the task of waking up the viewer, make him think about 
the destructive power that the right words can be charged with, what threatens 
society and people, especially the young, the principle that the goal always justifies 
the means, — then the authors have achieved their goal. The film certainly hits the 
mark. It is watched, it is argued about, it touches everyone, including those who do 
not want to admit it. ... In essence, we are dealing with a trap, an intellectual 
labyrinth, which it is very easy to get into, but it is almost impossible to get out of 
it. 

The parents’ hypocrisy turns into a total imitation of life. Aspiration of 
their son by any means to reunite the word and the deed turns this life into a 
dangerous game. Both ways are bad. Where is the way out? The authors do not 
know. This is not surprising. They faced one of the fundamental questions of our 
history, culture, social life. ... The authors of the film Plumbum, or a Dangerous 
Game pushed us into the sphere of speculative constructions and abandoned us 
there. Get out, they say, as you want. We opened the box, showed it, spotlighted it, 
and it's up to you to decide. But we can not decide, because there is no image of 
the human soul in the film. We have no one to feel compassion for, so, there is 
nothing for our morals. A cold, distant glance, that has no sympathy, kills all life in 
the picture... And in the end the authors' become captives of their own game. 
Ruslan Chutko shamelessly manipulates people. It's immoral. But, while proving 
this to us, the filmmakers themselves did not notice the way they manipulated the 
hero, lost their moral reference point and found themselves in Plumbum's 
situation" (Shumakov, 1989, p. 131-134). 

Two years later the theme of an unconventional personality of a school 
pupil was presented by the director A. Eshpai in a more aesthetic perspective in his 
film The Jester (1988). The main character Valentin is a nice guy, an honors pupil, 
a son of a professor, a researcher specializing in Japan studies. Valentin's film 
forerunners, who did not want to put up with the surrounding evil, tried to defeat it 
with its own weapon (Plumbum), escaped into the world of rock music (The 
Burglar), furiously and hopelessly took revenge (The Blackmailer), or sarcastically 
played a simple-hearted mask of a folklore Ivan the fool (Courier/ Messenger 
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Boy). Valentin chooses a different form of confrontation and self-affirmation, 
perhaps a more sophisticated one — his biting jests stick into a person's self-esteem. 
Breaking the narration (based on the story of Y. Vyazemsky) about Valentin 
Uspensky's life with the subtle vignettes of the chapters, Andrei Eshpai was in no 
hurry to convict his hero with a guilty verdict. Valya is smart, charming, witty. His 
"jesters" at first are completely harmless and even justified in their own way. Isn't 
it fair to play a trick on a self-confident handsome teacher who humiliated a 
student in love with her? Or to give a verbal injection to a shop assistant, whose 
rudeness is truly boundless? Valya has a solid philosophical justification for his 
jests. But, alas, his jests are becoming more and more aggressive. The game 
gradually turns into a disease. Valya "creates a kind of a space of general 
buffoonery around him, contempt for others, which is difficult to break out of" 
(Khloplyankina, 1988, p. 14). 

At first glance, it seems that the visual imagery of the film is too refined 
for the genre of a quite dramatic comedy. Mists, greenish-pastel colors, luminosity 
of interiors, unclear fading of bizarre dreams. However, it is surprisingly in 
harmony with the image of the protagonist, with his low-key, but good manner of 
dressing, with his outward invisibility, hiding an unshakable confidence in his 
abilities and powers. 

In fact, Valya has only one worthy opponent — a Maths teacher, an ironic 
skeptic and a brilliant professional. He even resembles Valya in some ways — 
independent in his judgments and actions, witty. He is the only person, who 
Valya's tricks won't go down with. Only he can unravel the jester's philosophy. The 
actor's charisma of I. Kostolevsky suited the role well. To the authors' credit, they 
were not tempted to offer a trivial solution to the conflict in the form of re- 
formation of the main character by a talented teacher. The question of Valentin's 
future remains open. 

Cinema of the reformation period reinforced the critical attitude towards 
the teaching profession. One after another, miserable portraits of unhappy women 
teachers, whose salary was 20-30 dollars per month, appeared on screen. Thus, the 
drama Homo Novus (1990) featured high school pupils bullying their depressed, 
gloomy teacher (I. Kupchenko). Moreover, they went as far as kidnapping her only 
son...The film meticulously depicted details of the characters’ boring, dark life. To 
make the effect more powerful, the authors used black-and-white film, perhaps 
feeling themselves as cold surgeons operating on a tumour. 

School pupils from the drama Dear Elena Sergeevna (1988) displayed the 
similar attitude to their naive teacher. To tell the truth, the story of an appalling 
blackmail that students initiated to get better exam marks, was presented 
unconvincingly in the film. Moreover, abstract, constructed image of an idealist 
teacher deprived the screen character of life authenticity (Sumenov, 1989, p.15). It 
was hardly believable that a teacher in her forties over all the years of her teaching 
experience had not got to know her pupils. It was also doubtful that an impudent 
son of a big boss, a straight "A" student, who was going to enter MGIMO 
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university, decides on the criminal act: in real life he would find a safer and more 
effective way to achieve his goal. 

Images of male teachers in perestroika films were as well not positive. For 
example, director V. Derbenev totally relied on the talent of I. Smoktunovsky in 
the screen adaptation of V. Tendryakov's novel 60 Candles (the film had a gloomy 
title Black Corridor, 1988). Smoktunovsky plays a history teacher recalling his far 
from ideal career. But actor's efforts were not backed up by the script and 
directing. Literally every shot is too straightforward and didactic. "No, you are not 
a villain, you're worse, — his ex pupil tells the teacher. — A villain simply violates 
the rules. But the one who sincerely believes that a white lie is necessary for the 
humankind, that person makes his meanness a rule. You are not a villain, you are 
an evil idea!" 

The teacher's image is absolutely low leveled in K. Muratova's film 
Asthenia Syndrome, where the teacher Nikolai Alekseevich teaches an English 
class as if in the desert, in a class where pupils are busy with what not, but not the 
subject of the lesson. Dethroning of the teacher's image, that had started quite 
harmlessly, since the rethinking of the theme in We'll Live Until Monday, reached 
its logical end (Shipulina, 2010). 

Against such a background, Perestroika films about school often featured 
teachers’ phrases like: 

- What if they jump on your head? (Work on Mistakes); 

- Oh my God, when will I finally retire and get rid of these criminals? (The 
Doll); 

- I don't know if there is a borderline that you (pupils) will not cross (Dear 
Elena Sergeevna). 

On the wave of easing censorship's bans during Perestroika, some 
cinematographers thought that it was rather simple to make a film about school. 
Their formula was: a new sensational play/ novel or a short story used as a scenario 
basis, dialogues updated with sharp phrases from the current press (about the 
commodity and food deficit, about the low standard of living of the working 
people, etc.), and a popular actor invited to play the leading role. Alas, they often 
forgot a "trifle", which, probably, would not even be worth mentioning if it did not 
distinguish art from kitsch: artistry. But without it, any, the most beautiful slogans 
remain just newspaper headlines. Without it the audience is going to see ridiculous 
theatrics, falseness and overacting, only reinforcing the contrived scenarios. 

Something of the sort happened to the drama On the Outskirts, Somewhere 
in Town... (1988), which became anemic, deprived of the author's pain, sluggish 
collection of cliché situations that were moving about from one "school film" to 
another in the late 1980s. A tormented teenager associates with shadowy 
personalities. A "progressive" teacher tries to pull the poor fellow out of the mess. 
No doubt, such situations do happen. The idea of the film is humane. But the 
attempt is in vain, since the cast is failing, the script is weak, as well, as director's 
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work. Instead of sincerity and pain, a bad theater and a primitive chronicle reign 
here ... 

N.M. Zorkaya in her article published in the year of the release of another 
revelatory film — Puppy (1988) wrote that this "picture is serious, bitter, and tough. 
It makes one doubt if a praised "glasnost" really triumphed in our lives. In the 
village where the action takes place, it is unlikely that it will ever triumph. A 
sixteen-year-old boy, the film protagonist, pays the ultimate price for telling the 
truth. Without sparing us, the spectators, adult people, the screen unveils the 
mechanism of isolation and revenge, which throws out the one who dared to say 
out loud what everyone knows but keeps silent about. This is the only fault of the 
incautious truth-seeking school pupil, who is only supported by a very young 
idealist teacher — too fragile support!" (Zorkaya, 1989, p. 14). In fact, we can agree 
that in those episodes where the director gave way to improvisation, the story of a 
truth-loving high-school student who decided to write an expository letter to the 
central newspaper takes the breath of life. But these episodes, alas, are rare. A 
surface-deep publicist scenario was composed, essentially, of the "seamy side" 
stamps: drinking, orgies in a dormitory, corruption, fights, etc. Let's add here the 
inexpressive acting. All this taken together negated the critical pathos of the film. 

However, one should bear in mind that the cinematographic process is one 
of the most inertial, from the script concept to its screen release, it often takes more 
than one year. Hence it is clear that a considerable number of films that came out 
during perestroika period, had been made according to the patterns of the previous 
epoch (The White Horse is not My Grief, 1986; Hello, Gulnora Rakhimovna!, 
1986; Leaf Fall in Summertime, 1986; Malyavkin and Company, 1986; A Very 
Scary Story, 1986; Examination for the Headmaster, 1986; We Are Your Children, 
1987, etc.). 

Thus, in the comedy Malyavkin and the Company (1986), the pioneers are 
delighted with a personal computer, they search for a missing dog, collect paper for 
recycling, save a drowning man, and in the finale perform a heartfelt song "Sing, 
my youth". In the drama We Are Your Children (1987), students of the vocational 
school eagerly go to work in a rural cowshed. And Examination for the 
Headmaster (1986) was just about the only feature film that directly responded 
positively to the school reform of 1984: the main character of this picture is a 
young teacher who came to a rural school charged to be a true proponent of 
pedagogical progress. 

Among such late comings was a semi-detective melodrama A Slap in the 
Face, That Never Happened (1987). 

A seventeen-year-old boy, contrary to the title of the picture, gives a 
sonorous slap to his former classmate (a girl), who, out of jealousy, gave a teacher 
a "compromising document" — a photo of a timid kiss of two high-school students. 
The boy in the picture was the one she was in love with, the girl was her more 
successful rival. As a result, the young headmaster calls the police, insists that a 
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criminal case must be initiated against the boy, and the innocent photo is declared 
nothing less than pornography. 

Is it possible to imagine such behavior of a teacher in a Soviet school? 
Certainly. For example, in a school in 1937 or 1947. Back then, in fact, because of 
tenth graders' kiss, at times, urgent Komsomol meetings were convened, or 
politically incorrect school paper article could result in much serious sanctions. 

However, the action of the film A Slap in the Face, That Never Happened 
takes place in the second half of the 1980s, when both school and schoolchildren 
had very different problems. When cases of intimate relations between high school 
students did not seem sensational, because the problems of drug abuse and other 
substance abuse were on the agenda. Compared to this, the sterile world of the film 
seemed archaic and false at that time. Moreover, the actor's pinch (in gestures, 
facial expressions, intonations), noticeable literally in every episode, plus the 
negligence of visual techniques, the banality of mise-en-scéne and montage. 

Perhaps, to a lesser extent, but also rather archaic was Work on Mistakes 
(1988), based on the story of Y. Polyakov. The film was about a young journalist 
and a teacher of the Russian language and literature who was looking for a 
manuscript of a writer repressed in 1937. He got a difficult class of students that 
was led by an irresistible and spoiled "A" pupil, the daughter of a big boss. Maiden 
love, rivalry, search of a case with the manuscript, stolen from the teacher, a 
seduction scene, - all this makes the audience involved, although one can feel some 
things stretched or artificial. For example, why does this versatile group easily 
become helpful pathfinders searching for a novel that disappeared in the 1937 
when the author was arrested? Why does the teacher easily give up, capitulate, 
throwing his case into the fire? (Zorkaya, 1989, p. 15). 

It should be noted that Work on Mistakes was not the only film plot that 
the politics directly entered. Politically, The Whistler (1988) concept was quite 
sharp, as the beginning of the film featured the scene of the recruitment of a first- 
year student by a KGB officer. However, later the authors, as if frightened of their 
"perestroika" courage, changed the situation: the recruiter was not a real agent, but 
the rector's son. But the leader of the underground circle of students was presented 
as an ideological fighter against the authorities and organizer of student protests. 

An individual place in the "school series" of perestroika period is occupied 
by few films, the action of which took place in the 1920s and 1930s. On the one 
hand, we have to admit that the author of the brilliant film about teachers and 
schoolchildren of the 1920s The Republic of ShKID (1966), G. Poloka was not 
able, as they say, to set foot in the same river twice. Our Calling (1981), as well as 
I am the Leader of the Outpost (1986) were a pale shadow of his ShKID story. On 
the other hand, a notable event in the second half of the 1980s was the screen 
adaptation of the novel Tomorrow Was the War by Boris Vasilyev (1987), which 
first touched upon the theme of Stalin's repressions of the 1930s in the context of 
school theme. In this drama, young high school students come across 
manifestations of human betrayal, deception, hypocrisy (which at the state level 
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has already led to the planting of a system of denunciations, arrests and quick 
massacre (Kudryavtsev, 2006). 

The perestroika period films (1986-1991) on the school/university topic. 

Features of the historical period when media texts were created, market 
conditions that contributed to the idea, the process of creating media texts, the 
degree of influence of that time on media texts 

The timeframe for the historical period has been defined conditionally since 
1986 (the beginning of the "perestroika" processes after Mikhail Gorbachev's 
coming to power) up to 1991 (when the Soviet Union was liquidated by 
proclaiming the independence of the former Soviet republics). 

The main characteristics of this historical period: 

- the proclamation of M.S. Gorbachev's policy of "restructuring and 
glasnost", pluralism, democratization and improving socialism (including holding 
free elections with alternative candidates); 

- the official condemnation of the communist regime's crimes and the 
rehabilitation of about a million of innocently convicted, and dissidents; 

- the gradual abandonment of ideological struggle and the withdrawal of 
troops from Afghanistan, the proclamation of a disarmament policy; 

- a course towards the gradual abolition of censorship bans and the free 
exchange of specialists and ideas with the West; 

- a new "perestroika" impulse to continue the exploitation of the official 
doctrine of the established common community of the Soviet people and the 
absence of class, ethnic, national, racial problems in the USSR; the possibility of 
peaceful coexistence of socialist and capitalist systems (against the background of 
improving political relations with the U.S. and western European countries); 

- an attempt to open the way for private cooperation, i.e. to partially revive 
the trends of the Soviet "new economic policy" of the 1920s; 

- economic (largely due to a steep drop in oil prices) and the ideological 
crisis that eventually led to an attempt at a conservative coup d'etat in the summer 
of 1991; 

- the disintegration of the Soviet Union in late 1991; 


Table 4. Key dates and events in the USSR and worldwide in perestroika 
period (1986-1991): politics, economics, education, culture 
(compiled by A. Fedorov) 


Year Key dates and events in the USSR and worldwide in perestroika period (1986-1991): politics, economics, 
culture 
1986 XXVII Congress of the CPSU: February 25 - March 6. 


Accident at the Chernobyl nuclear power plant: April 26. 

V Congress of USSR Cinematographers: a film director E.G. Klimov was elected the chairman of the 
USSR Cinematographers Union: May. 

Resolution of the CPSU Central Committee. "On disadvantages of buying and distributing foreign films": 
June 4. 

The threefold drop in world oil prices (from $29 to $10 per barrel), which sharply intensified the 
economic crisis in the USSR: June. 
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The announcement of M.Gorbachev that "perestroika" has begun: June. 

French President F. Mitterrand visits the USSR: July 7-10. 

M.S. Gorbachev and R. Reagan meet in Reykjavik: October 11-12. 

Opening of the Conference on Security and Cooperation in Europe in Vienna: 4 November. 

The return to Moscow of the nuclear physicist and activist for human rights and peace A.D. Sakharov 
from a7 year exile: December 23. 


1987 


M. Thatcher's visit to the USSR: March 28-April 1. 

The abolition of most western radio stations' jamming on the USSR territory: May 23. 

The unauthorized flight of the German amateur pilot M. Rust from Hamburg (via Helsinki) to Moscow 
(illegal landing on the Red Square): May 27. 

The 70th anniversary of Soviet power: November 7. 

Mikhail Gorbachev's visit to Washington. The signing of the treaty on the elimination of medium-range 
nuclear missiles: December 1-10. 

M. Gorbachev was declared Person of the Year by Time. 

Low world prices for oil, contributing to a further decline in the economy of the USSR and the standard 
of living of its population. 


1988 


The beginning of the withdrawal of Soviet troops from Afghanistan: May 15. 

M. Gorbachev and R. Reagan meet in Moscow: May 29 - June 2. 

Chancellor of Germany H. Kohl visits the USSR: October 24-27. 

French President F. Mitterrand visits the USSR: November 25-26. 

The abolition of jamming the radio station "Free Europe" on Soviet territory: November 30. 

Visit of M.S. Gorbachev in New York (UN). His statement on the reduction of the Soviet armed forces 
and the beginning of the withdrawal of Soviet troops from Eastern Europe: December 6-8. 

Low world prices for oil, contributing to a further decline in the economy of the USSR and the living 
standards of its population and to the rising desire of some citizens to (now authorized) emigrate. 


1989 


The end of the withdrawal of Soviet troops from Afghanistan: February 15. 

George Bush Sr. becomes the US President. 

Numerous meetings of M. Gorbachev with world leaders (including US President George W. Bush) and 
his statement on further disarmament. 

The literary magazine "New World" was the first one in the USSR to publish a book by A.I. Solzhenitsyn 
"The Gulag Archipelago": July. 

The 70th anniversary of Soviet cinema: August 27. 

The fall of the Berlin Wall begins: November 9. 

The overthrow of T. Zhivkov's regime in Bulgaria: November 10. 

The victory of the Velvet Revolution in Czechoslovakia: November 24. 

The victory of the anti-communist opposition in the elections in Hungary: November 26. 

The victory of anti-communist forces in Romania: December. 

A.D. Sakharov's death: December 14. 

Further decline in the economy of the USSR and the living standards of its population, and the growth of 
emigration. 


1990 


Consent of the USSR to the unification of Germany: January 30. 
XXVIII Congress of the CPSU: July 2-13. 

The USSR gives consent for united Germany to join NATO: July 14-16. 
Numerous meetings of M. Gorbachev with western countries leaders. 
Mikhail Gorbachev is awarded the Nobel Peace Prize. 


1991 


The war in Kuwait between the US and Iraq: January 16-19. 

World oil prices remain low, which leads to a further decline in the economy of the USSR and the living 
standards of its population. 

the Warsaw Treaty after 36 years of military alliance of Central and Eastern Europe states with the USSR 
disestablished: July 1. 

The attempt of a coup d'état, organized by the conservative part of the leadership of the USSR: August 
19-21. 

The actual disintegration of the USSR: December 8. 

Voluntary resignation of Mikhail Gorbachev from the post of the President of the USSR, transfer of 
power to Boris Yeltsin: December 25. 

Official disintegration of the USSR: December 26. 
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How the knowledge of real historical events of a particular period helps to 
understand the given media texts, examples of historical references in these media 
texts. 

Soviet audiovisual texts of 1986-1991 on the school and university, 
according to the authorities, were supposed to support the main lines of the then 
state policy in the educational and socio-cultural spheres, that is, to show that the 
Soviet system of education, upbringing and culture, while maintaining common 
ideological guidelines: 

- has some challenging issues in education and upbringing, but is being reformed 
and is capable of changing for the better; 

- the teacher-pupils relation continues to be democratic, to some extent creative. 
However, these tendencies were characteristic mainly of the initial stage of 
"perestroika". 

At the final stage of perestroika, the absence of state censorship and 
ideological vacuum resulted in filmmakers’ focusing on the acute painful issues of 
school / university and society. 

Social, cultural, ideological, and religious context 

Ideology, directions, goals, objectives, world outlook, the concepts of the 
media texts' authors in the socio-cultural context; ideology, culture of the world, 
depicted in media texts. 

In the perestroika era, the communist ideology in the USSR continued to 
dominate (although it was gradually criticized by the opposition), but the film 
industry was under less censorship, than in the past, so school and university 
themes in Soviet cinema very quickly entered previously forbidden plot territories. 

The world outlook of the characters of the "school world" depicted in 
media texts 

The world view of the characters was increasingly losing its optimism, 
some films contained shockingly graphic scenes. Films based on the normal Soviet 
hierarchy of values (communist ideology, collectivism, diligence, honesty, 
willingness to help people in need) became history. More and more often the 
screen was reflecting life realia. For example, the films Avaria - a cop's daughter 
(1989), Government Facility (1989) and Made in the USSR (1990), were factually 
based on cases of soulless bureaucracy, lies, violence, substance abuse and other 
vices of society including school. 

Structure and narrative techniques in these media texts 

Schematically, the structure, plot, representativeness, ethics, features of 
genre modification, iconography, character characters of audiovisual media texts 
on school and university topic in the perestroika period can be presented as 
follows: 

- the location and time period in media texts. The main location in films is 
school classes and corridors, schoolyards and flats; the plot is set mostly (if it's not 
a retro) at the time when the film is made. 
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- the environment typical for these media texts, household items: the 
furnishings and household items of school films are still modest, however oftener 
than before wealthy apartments are shown (Come What May, 1986; Temptation, 
1987; Work on Mistakes, 1988; The Whistler, 1988; Darling Ap, 1991, etc.); 

- genre modifications of school and university subjects: predominantly — 
drama; filmmakers in the second half of the 1980s, seemingly, decided that a 
comedy genre was absolutely inappropriate in the hard, incriminating "perestroika 
film flow"; 

- narrative techniques, narrative bias: positive characters are rarely 
idealized, and negative ones tend to be presented ambiguously too; 

Typology of characters: 

- characters' age: the age of schoolchildren is in the range of 7-17 years, 
however, teenage characters are most common; the age of other characters 
(teachers, parents, grandparents, etc.) varies, but adults but adults under 60 prevail; 

- education level: corresponding school year for students, teachers 
presumably have a university degree, supporting characters can have any level of 
education; 

- social status, profession: the financial situation of students is basically 
the same (although the material inequality of individual characters began to be 
clearly indicated), they can be either from the families of workers and farmers, or 
from the intelligentsia. The parents’ jobs are diverse. 

- characters’ marital status: school students, naturally, are not married; 
adult characters are mostly married, however, single teachers also appear on the 
screen (resulting in plot twists connected with the love relationships of teachers 
and students); 

- appearance, clothing, physique of characters, features of their 
characters, vocabulary: the appearance of the characters of school children and 
students in the films of the perestroika period is within the framework of the 
canons of the student's image of that time, which was by far more free than in the 
1970s. 


Students: a shot from the movie A Slap in the Face, That Never Happened (1987) 
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Schoolchildren in the films 1986-1991, unlike the "thaw" and "stagnation" 
periods, have a rather pragmatic life vision, related to material prosperity, or, on 
the contrary, are in deep depression. Screen teachers often put up with the idea that 
it is impossible to reform a "bad" student. Perestroika period teachers are even 
more melancholic than in the films of stagnation period. The professional distance 
between them and the students becomes even more fragile (that is vividly 
illustrated in such films as Come What May, 1986; Temptation, 1987; Work on 
Mistakes, 1988; The Doll, 1988; Dear Elena Sergeevna, 1988; Avaria- a cop's 
daughter, 1989; Homo Novus, 1990). Like in films during stagnation period, some 
screen faculty wear rather casual clothes. 


Young teacher: a shot from the movie The Doll (1988) 


A significant change in the life of media characters and the challenge that 
the characters face (a violation of the usual life): 

Option 1: among the next-door characters, schoolchildren who live a 
normal life, are those who for some reason do not fit into the standard framework 
of interpersonal communication and learning process, that is: 

- the behave abnormally, sometimes steal (Come What May, 1986; 
Haunted House, 1987; Blackmailer, 1987; The Doll, 1988; The Whistler, 1988; 
Avaria -a cop's daughter, 1989; Government Facility, 1989; Made in the USSR, 
1990, etc.); 

- try to dominate, subjugate their classmates and/or teachers, acting 
sometimes violently (Plumbum of the Dangerous Game, 1986; Haunted House, 
1987; Work on Mistakes, 1988; The Doll, 1988; Dear Elena Sergeevna, 1988; 
Government Facility, 1989; It Happened by the Sea, 1989; Homo Novus, 1990, 
The Window, 1991); 

- stand out among classmates (in a good way or in a bad way) so conflict 
with the rest of the class and / or teachers (Come What May, 1986; Plumbum of the 
Dangerous Game, 1986; Work on Mistakes, 1988; The Doll, 1988; Dear Elena 
Sergeevna, 1988; Puppy, 1988; The Jester, 1988; Dear Ap, 1991, etc.); 
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- fall in love (Come What May, 1986; The Slap in the Face that Never 
Happened, 1987; Temptation, 1987; Work on Mistakes, 1988; Dear Ap, 1991, etc.). 

Option 2: there are extraordinary teachers among faculty - those who also 
do not fit into the standard school framework, that is, they try to: 

- resist the outdated and / or, from their point of view, incorrect methods of 
the school principal and / or teaching staff and collide with him / them (White 
Horse is not My Grief, 1986; Examination for the Headmaster, 1986, etc.); 

- establish trust-based relations with the students, no matter how difficult it 
may be (Hello, Gulnama Rahimovna!, 1986; Leaf Fall in Summertime, 1986; 
Examination for the Headmaster, 1986; We are Your Children, 1987; The Doll, 
1988; Work on Mistakes, 1988; Accomplice, 1990, etc.). 

Solving the problem: 

Option | (student-centered): 

"odd ones out" school students keep their belief, because they do not comply to 
educational/parental influence (Come What May, 1986; Plumbum or the 
Dangerous Game, 1986; Work on Mistakes, 1988; The Doll, 1988; Dear Elena 
Sergeevna, 1988; Avaria- a cop's daughter, 1989; Dear Ap, 1991); 

Option 2 (teachers-centered): 

- unconventional teachers triumph (Hello, Gulnama Rahimovna!, 1986; 
Leaf Fall in Summertime, 1986; We are Your Children, 1987), lose (Slap in the 
Face that Never Happened, 1987; Temptation, 1987; Work on Mistakes, 1988; 
Dear Elena Sergeevna, 1988; Avaria- a cop's daughter, 1989; Asthenia Syndrome, 
1989, etc.) or (as in The Doll, 1988) the result of their relations with students 
becomes ambiguous... 

We agree with N. Sumenov: a lot of films about school and the youth were 
limited only to ascertaining acute problems, hence the straightforwardness of 
oppositions arose: often young film authors held elder generations responsible for 
the troubles of the young, and older film creators blamed the youth (Sumenov, 
1989, p. 53). 

Conclusions. Summing up, the films of "perestroika" period (1986-1991) 
on the school-university theme showed that: 

- the education / upbringing process has lost its previous strict storylines, 
in many respects has lost its communist landmarks; 

- school and university have acute problem areas (crisis, disappointment 
and fatigue, professional "burning out" of teachers, stagnation, hypocrisy, lies, 
bureaucracy and authoritarianism, pragmatic cynicism of students, teenage cruelty, 
underage sexual activity, etc.); 

- the activity of a student / student again became more directed toward the 
outside world than to the inner world; 

- appropriate distance in the teacher-student relationship has become more 
fragile (familiarity, sexual relation, or its provocation); in the films Work on 
Mistakes (1988) and Asthenic Syndrome (1989), male teachers even fight with high 
school students in class or in the school corridor; 
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- the prestige of the pedagogical profession in the eyes of students and the 
public has fallen even lower; in accordance with the real state of affairs, female 
teachers' images (often lonely, unsettled) came to the forefront; 

- the main conflicts of plots were built on the opposition of non-ordinary 
teachers and students with stagnation, bureaucracy, mediocre bosses / colleagues / 
peers. 

Actually, one can probably assume that the exposing "black series" of the 
perestroika cinema (where the youth theme was one of the most prominent ones) 
served a kind of "mobilizing purpose", only at the time it was not the orientation of 
"Soviet power elites in the renewal of the tools which they embodied the 
communist project with" (Belyaeva, Mikhailin, 2015, p. 551). Conversely, a 
Western-oriented part of the Soviet ruling elite used "uncensored" cinematography 
as one of the levers for the gradual liquidation of socialism (Razzakov, 2013, p. 
404-405). On the other hand, it is possible not to attach special importance to this 
"conspiracy" assumption, believing that Soviet cinematographers spontaneously 
walked in the wake of political and socio-cultural changes of the "perestroika" era. 
After all, we should not forget that by the end of the 1980s a paradoxical situation 
arose in the USSR when the state continued to finance film production, but in the 
actual absence of censorship, filmmakers could produce all that they wanted, 
practically ignoring the opinion of the leading bodies of the CPSU and the 
government. 
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6. Russian films about school and university (1992-2018) * 


We agree that "only the most inconsiderate, uninviting and conservative 
Russian viewer can now state that in our country there is no children's and teenage 
cinema. A revolution has been taking place on this front for a long time, both bold 
debutants and venerable pros work here, large budgets are purposefully allocated 
for this purpose, and the popularity of any finished products among its audience 
acquires" (Ukhov, 2017). It's another matter, what is the quality of this film / 
television product on the school and university topic, and what are the trends in it. 

Deprived of the ideological and moral guidelines of the socialist era, Russian 
films on the school and university theme, taken after the collapse of the USSR, 
underwent a number of quantitative and genre transformations: 

- after the dramatic rise in the number of such tapes during the perestroika 
period in the Russian "low-picture era" of the 1990s, there was an equally sharp 
decline, provoked by the almost total displacement of domestic products from 
cinemas by Western films and the difficult economic situation in the country that 
caused a reduction in film production in general; 

- in the 21st century, along with the revival of the Russian film production, a 
kind of reformatting of the tapes about the school and university from the 
cinematic to the television show happened: modern multiplexes began to focus on 
spectacular action movies and full-length animated pictures (shot mostly in 3D), so 
the producers preferred to switch stories about schoolchildren , students and 
teachers on the television audience; 

- the dominant of the dramatic genre, customary for the cinema of the Soviet 
school and university, replaced the realm of comedy in the 21st century (mostly 
"long-running" series). 

There have also been changes in the casting: if in the Soviet times the roles 
of schoolchildren was basically performed by the schoolchildren themselves 
(Welcome, or No entry, By the windows go trains, Call, open the door, 
Transitional age, The woodpecker’s head doesn’t hurt, Scarecrow, etc.), then in 
the Russian TV series of the XXI century almost became the norm, when 
professional actors from twenty to thirty years play the roles of schoolchildren. 
Apparently, producers and directors believe that 1) many months (and many serials 
are shot for several years) shooting with a tough, exhausting work schedule is too 
much for real schoolchildren; 2) in connection with the rather slippery plot 
situations of a sexual and lexical nature, laid down in the script of modern films 
about the school, try to hedge, in order to avoid accusations of "corrupting" the 
under-age performers on the set. 


* this chapter was written with the participation of E. Huston 
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Comedy 

Of the seven Russian films about the school and university, filmed in the 
1990s, three relate to the comedy genre. And the short films of S. Bagirov Equality 
(1993) and Rypkin’s Love (1993), rather, resembled the good old Patchwork, 
however, with grotesquely negative images of teachers (especially vulgar and 
insignificant in Rypkin's Love). But the series ABCD Ltd (1992-1994) already 
affected the capitalist tendencies, which replaced the "developed socialism". 
Perhaps it was a kind of reaction to gloomy perestroika films, where boarding 
school life often resembled a prison ... It should also be noted that the post-Soviet 
issues of Patchwork also quickly mastered the attributes of the bourgeois world, 
turning in one of the issues an English teacher into ... a stripper . 

The comedy continued to be the main genre of Russian cinema about the 
school and university theme and in the 21st century: of the 86 films on this subject, 
35 were shot in a comedic manner. 

It all began with a simple situational comedy Dormitory (2001), built 
according to American standards, which became a sketch for the comedies about 
student life that followed: Theater Academy (2002), Merry Company (2003), 
Students (2005), Touched (2005), Students-2 (2006), Students International 
(2006), Univer (2008-2011), Univer: Open Doors" (2013), "Univer: New 
Dormitory (2011-2016), Philological Faculty (2017). By the way, never before the 
student topics did occupy such a prominent place in the Soviet and Russian cinema 
/ television repertoire. By rejecting the gloomy interpretations of the educational 
process that prevailed in perestroika years, Russian TV series competed with each 
other in terms of sexually and funny scenes, mockery of teachers' corruption and 
general old-age mockery. For example, in the Touched (2005) student jokingly at 
first imitated his "self-immolation", and then with the same enchanting success 
engaged in fake urination in front of a shocked university professor. 

All these student comedy series are built in the spirit of the well-known to 
everybody phrase "from session to session the students live cheerfully": the 
university itself is given a minimum of screen time, but in detail and with 
enthusiasm it is told about student rallies, parties, love adventures and other 
amusements. 

Naturally, among the entertaining students there must be a certain 
"botanist", that is, contrary to the story, a student immersed in studies, whom his 
friends (neighbours in the dormitory) are trying to convert into their hedonistic 
faith. Likewise, images of female students are arranged: among the smart and 
flirtatious intriguing beauties (one of which is a stereotypically stupid blonde), 
there often appears the figure of an honest and modest girl ("blue stocking", "gray 
mouse"). Sometimes (for example, in Students International) on the screen appear 
students-foreigners (from Africa, China, etc.). Teachers in such serials are given a 
secondary role of retrogrades, bribe-takers / schemers or objects of love of cute 
female students. Humour in these films, as a rule, unpretentious and flat, and 
vocabulary every year becomes more coarser and vulgar. The music in these series 
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is often associated with a specific year of release of the series on the screen, since 
it includes hits of fashionable pop bands during the relevant time period. In order 
not to contact young and inexperienced debutants, the creators of serials often 
invite to the role of students actors (especially men) older than thirty years. Artistic 
bar of this kind of works, as a rule, is lowered already at the level of design, after 
all it is not about "piece goods" intended for cinemas and / or festivals, but about 
daily displays of multi-series television production. 

Many serials on the topic of school and university are free adaptation or 
direct versions of foreign television production. For example, one can notice 
similarity of the concept Philological Faculty (2017) with the American Big Bang 
Theory: the authors "copy and bring to maximalist extremes both storylines and 
characters and the output is extremely exaggerated Big Bang Theory. The creators 
are well aware and similarities ... , therefore already in the pilot series they protect 
themselves from all attacks by a single phrase from those of Philology Faculty: 
"This all reminds me of the Big Bang Theory." However, the recognition of 
plagiarism is far from a reason to forgive him "(Golubev, 2017).We completely 
agree with the fact that "from the same Univer of the sample of the first season, 
Philological Faculty if different, then purely cosmetic. Yes, the scenery is no 
longer three cardboard walls, yes, the picture is richer and, yes, the soundtrack is 
more fashionable, but in general the circuits of the series are similar — and Lena ... 
not too far away from Allochka "Pipets" from Univer. Guys without a special 
fantasy, but effectively disintegrated according to archetypes: one is a self-assured 
"Kazanova" — a failure, the second does not get out of online games and in our 
reality is oriented with variable success, the third is a typical "main character", that 
is, neither meat, nor fish" (Khokhlov, 2017). Against this background, are shown 
in bold strokes played ironic swearing person (taboo language in Philological 
Faculty , is however, bleeped out) Prof. Gudkov and his ex-wife, who is also a 
educator in this university. 

D. Golubev reasonably concludes that "Russian television in development 
has been stalled for some time — the viewer is not trying to lure something new 
and unusual, he is being fed again and again exactly what is being hijacked, and no 
matter with which grimace these products are absorbed ..._ Philological Faculty 
just serves as a confirmation of this opinion: the TV channel simply rolled out to us 
a slightly modernized, rejuvenated and changed version of the Univer (Golubev, 
2017). 

Comedy on a student theme, shot for cinemas, were made, of course, a bit 
more quality television series. So Freshman (2002) tells the story of bored student 
flirting with masturbating at night assistant professor, not wanting to put her top 
three in the exam... 

In any case, all these comedies are unlikely to target intellectual students 
and an educated adult audience. Rather, their authors want to make them laugh at 
schoolchildren (from those who have not fully gone online) and the older audience, 
but with a low threshold of media inquiries... 
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Comedy (mainly — also television) about the school life was also a lot: a 
series of anecdotes about the ten-year mischief (Vovochka, 2000-2004), 
unpretentious stories about high school students (Lessons for Security of Life, 
2000-2005; Potapov, to the board!, 2007), diligently imitating not the best Soviet 
films of the Soviet Children's and Youth Films Studio. 

Not any higher in terms of artistic quality, in our opinion, turned out to be 
built according to the standards of American sitcoms for children Fun during the 
break (2007-2008) —33 series of 5 minutes. Rating success with the audience was 
Ranetki (2008-2010) — a simple musical comedy about high school students 
performing in a rock band. 

How did these comedies try to make the audience laugh? Here are two 
typical examples. The series Lessons for Security of Life (2000-2005) shows a 
lesson in biology on "Fertilization". Schoolgirls first perceive this material with 
embarrassment, but after a conversation with a psychologist they dress in 
miniskirts, do their make-up and with dashing coquetry brilliantly answer the 
lesson, this time embarrassing the shy teacher ... In the dramatic comedy School 
No. I (2007) the problem of mutual relations comes to the fore with high school 
students from rich and ordinary families, true, with an emphasis on patties, 
shopping, sex, etc. Senior students, as is customary in most Russian TV series of 
the XXI century, were played by actors aged 21 to 30 years, which also did not add 
credibility to the plot. 

The film by V. Menshov The Practical Joke (1976) was watched in the first 
year of the rent by 34 million viewers. However, his remake of the same name, 
made for television in 2008, did not receive a special resonance, perhaps because 
of the fact that in 1976 Menshov's schoolchildren "answered ethical questions with 
varying degrees of complexity and timelessness (is it permissible for the sake of 
general goals to sacrifice the principles? and should the students earn by playing a 
game at weddings?) and generally decide how to live on. In Kudinenko’s in 2008 
... In general, nothing is decided." (Lyashchenko, 2008). Money, sex, domination 
in one's peer circle ... In the The Practical Joke (2008) "the girls painted in gloss 
and the hanging out guys do not cause the slightest feeling that they need 
something more from life" (Derenkovskaya, 2008). 

Perhaps the most dashing Russian comedy from school life was the series 
Physical Education Teacher (2014-2017), where D. Nagiyev with a cynical foul 
played a bandit dismissed by the "underworld boss" named Foma, who tries to 
enter the confidence of the boss's child in the guise of a physical education teacher 
with his help to return to the "business". 

Of course, Physical Education Teacher is "a fairly standard by the form of a 
through net. ... a large part of it is based on references to Western comedies — to 
Freaks and Nuts, to Bachelor Party in Vegas, to Rock School and so on" (Sobolev, 
2014) and, by and large, is an inverted plot of the legendary comedy Gentlemen of 
Fortune (1971), where, the director of a kindergarten by the will of fate is 
compelled to pretend to be a bandit... 
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Foma on the screen is natural bull "straight from the 1990's, communicating 
exclusively in "thieves’ slang" and used to solve problems by breaking doors and 
breaking skulls. This is witty, funny and accurate already in itself, but Nagiyev 
goes further and gradually turns a funny caricature into a voluminous portrait of a 
difficult and certainly charming man. The way Foma is extinguished, faced with 
the problems of children, with the need to seek a common language with a girl who 
intellectually looks down on him, and generally with life outside the "big 
business", is played really brilliantly - in semitones, supposedly random sights, 
nervous grins" (Khokhlov, 2014). 

However, the ardent supporters of this series go even further, arguing that 
"from something as crude as the material on which Physical Education Teacher is 
based, there has never grown something so native to all, without exception, the 
inhabitants of one eighth of the land. ... Physical Education Teacher is not just a 
native thing, but also beyond incredible cleverness, subtle, fascinating and 
sincerely touching the soul. A classic two-sided novel of upbringing, in which 
those who according to all the usual laws of the genre had to be re-educated, 
eventually become  re-educated not completely, but remain hostages 
simultaneously of their own stupidity and hopeless domestic problems" (Sobolev, 
2014). 

On the other hand, the situation in itself, when an arrogant bandit, who by 
fate has become a school teacher by fake documents, becomes a positive character 
against the background of "sucker" teachers and their corrupt district headmistress, 
is, in Our view, a rather sad phenomenon, although symptomatic for modern 
Russian television, in the pursuit of ratings for a quarter of a century, fond of 
stories about bandits, thieves and other evil spirits... 

To some extent, we can also say that the authors of Physical Education 
Teacher learned well the lessons of the cheeky comedy Bitter! (2013). A. Dolin 
believes that the film Bitter! (2013) "opened some secret door in the minds of the 
public, legalizing the most shameful — and at the same time having allowed to 
laugh at it or be proud of it, depending on someone’s tastes. Achieving such a level 
of frankness and screen truth in combination with the reckless humour has shocked 
many. Bitter! in a purely Russian spirit, combined touching with the disgusting, 
and terrible — with the most native. He also patented the genre of the "holiday 
film", a ritual action where the plot recedes in front of the pure alcoholic euphoria 
of unity — the transformation of a number of frustrated individuals into a 
community, which with some caution can even be called people"(Dolin, 2014). 

And here is the comedy Graduation Party (2014), where eighteen-year-old 
schoolchildren are played by actors who are already over twenty, went even 
further: thanks to the recklessness of the plot about the graduation party in the 
provincial school, "sterile New Russian comedies with their obsessive "kindness" 
they lost their innocence ... Well, humour cannot and should not be extremely kind. 
... With sexual content — the lack of it was always the weak point of the generally 


90 


powerful Soviet cinema tradition about high school students — in Graduation Party 
everything is all right"(Dolin, 2014). 

On May 5, 2014, amendments and additions were introduced to Federal Law 
No. 53 of the Russian Federation "On the State Language of the Russian 
Federation" (dated June 1, 2005). (Changes ..., 2014), according to which, from 
July 1, 2014, the film "containing obscene language" ceased to be issued a rental 
certificate, and when television showed films of past post-Soviet decades 
containing obscene language, such words started to "bleep out". The comedy 
Graduation was released on October 9, 2014 and became one of the first Russian 
films, which took into account the changes in the legislation of May 5, 2014: 
despite all the general rudeness of the lexicon in the film, there is not one real 
swear word. As a result, it turned out to be an "easy movie, with a terrible force 
lacquering reality. Of course, real high school students with their brains boiling 
from hormones and burst outs, one must think who mostly swear and live inside 
their rather tough showdowns. But this is not the School of Valeria Gai Germanika, 
it is a film of the kings of TNT, a channel not scandalous (as it seems to the elderly 
and fierce zealots of morality), but simply serving the petty bourgeoisie to laugh at 
it" (Korsakov, 2014). 

Of course, "the sophisticated viewer will see in the film" ears "of various 
films — here is the unforgettable Soviet classics You never dreamed (its authors in 
Graduation Party quoted right up to the jump in the window!), And the Hollywood 
comedy / can not wait (From which a trio of juvenile rappers with Seth Grin at the 
head is borrowed), and a little John Hughes (the final phrase of the protagonist 
Demian is distinctly given by Bender from the Breakfast Club), and, of course, the 
Project X with the school's rampant get-togethers. It is interesting that these things 
are not perceived as impudent borrowing, but rather give an additional charge of 
positivism because of the joy of recognition" (Khokhlov, 2014). 

For all that, the opinions of the critics about Graduation were polarized. 
Some thought that "the eternal theme of doublethink and hypocrisy with which 
adolescents enter into a spontaneous conflict in the Graduation Party was solved 
extremely successfully (Dolin, 2014), but "in the dialogues there are a lot of good 
jokes ... in general Graduation is a head above all that we shot in the genre of 
youth comedy over the past twenty years — and, most of all, despite the tough age 
rating, it remains a film quite "right" and useful for young people. Yes, in the finals 
high school students will arrange a rowdy, but this is the most strained part of the 
film. Because Generally Graduation Party is not exactly about this, but about 
responsibility, about entering into adulthood, about how to find a common 
language with those who cannot be understood as it seems. And about that 
childhood passes, but remains with us forever" (Khokhlov, 2014). Others were sure 
that this is "an ideal picture for people who do not like to think about cinema. After 
viewing the head is clean, clear and does not contain a single question to the 
creators or the surrounding reality. ... Wherever it was possible to bend the stick, 
the creators of the Graduation Party bent it. Yes, in schools, what does not happen 
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only, and graduation parties are celebrated with modern 11-grades in a way that 
many of us did not dream about, but you do not need to paint them all with the 
same brush. ... One can feel for a mile that Graduation Party is the desire to earn 
as quickly as possible on a gullible spectator. ... A clumsy comedy about 11- 
graders, full of platitudes and clichés" (Loshakova, 2014). 

No doubt, Graduation Party is filled with stereotypes in the spirit of 
Univer, but there are newfangled (for Russian cinema, of course) politically correct 
trends. For example, one of the graduates to get away from a trip to study in 
Holland, admits (deceitfully) to his father in his unconventional sexual orientation 
... And the father responds in the same manner. 

However, for all its frivolity Graduation Party, in our opinion, is far from 
audiovisual ease of the comedy series After School (2012). Judging by the name of 
this film, its authors "with their intellectual fiction and irony, modern speech, love 
for pop and genre games, were to stylistically oppose Germanika (the director of 
the acclaimed series School, 2010 — authors), exploiting documentary style and 
life-likelihood. ... Of course, the series is primarily addressed to young people: for 
them there are music, clips, dialogues, jokes, sports, constant connection of the 
story with social networks and videos on YouTube. But still the film is for families. 
For a simple reason: the parents of heroes are 35-40 years old, for them it is all the 
same integral part of life" (Lubarskaya, 2012). 

From the very first shots the series After school carries with its intricate 
clip-type visual series, stop frames, solarization, styling under TV interview, 
parody, funny letters of the character-schoolboy to the actor and director Nikita 
Mikhalkov, the atmosphere of an endless carnival. It is clearly seen that although 
"the authors have studied not only the range of interests of Russian high school 
students, but also the recipes for the success of American consumer goods" 
(Bednov, 2012), the theme touched by the series is not at all empty — "this is the 
place of man under the sun, regardless of age, and his mentality, and the 
relationship of husband-wife-child, and the creation of idols, and friendship is not 
friendship, and even the eternal dilemma of "being or seeming" (Kuzmina, 2012, p. 
5). 

Is it shown (in orientation to the audience of "hipsters"?) On the first 
channel at midnight, the series After school caused the expected polemic in the 
press (Bednov, 2012; Kuzmina, 2012; Lisitsyna, 2012; Lyubarskaya, 2012; 
Narinskaya, 2012, etc.), but because of its original "elitism" did not cause such an 
outbreak of spectator passions as V. Gai-Germanika's School. 

In the second half of the tenth years of the 21st century, another 
characteristic tendency of the comic genre on the school theme was clearly 
identified: stylization for the best examples of Soviet cinema about children and 
adolescents of the 1960s and 1970s. 

So A. Karpilovsky made a trilogy called Private Pioneers’ (2012-2017), 
initiated by the stories written in post-Soviet times by M. Seslavinsky. However, 
this "is not a parody, no banter, and certainly not agitation. It's just a memory of 
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something very naive and very light" (Alenushkina, 2013). The first two films of 
the trilogy take place in the Soviet province of the second half of the 1970s. Unlike 
the "film standards" of the XXI century, the role of schoolchildren here played real 
schoolchildren, not cinema faculty students. Brilliantly chosen by the director, the 
young performers of the leading roles, thank God, "do not possess modern cine- 
puppet beauty and ideal diction, they are real and alive, and therefore organically 
fit into the space of the film, provoking sincere sympathy and a desire to 
empathize. Not for example, the chairman of the school council — the sleek upstart 
Bykov — is caricatured as serious, he is an intermediate link between the warm, 
sincere child's soul and the stiffened heart of an adult, the allegory of that 
transitional state that turns an open child into a blindly devoted builder of 
communism" (Kotov, 2015). 

In the first part on the screen is a touching story about how the boys save a 
dog from death, in the second no less typical for a teenage movie the story of the 
first love. And with the exception of some minor details (for example, in the 
second series one of the schoolchildren from pranks makes the bust of Lenin look 
like a dashing Indian), it's easy to imagine these stories on Soviet screens of the 
100 Days After Childhood (1975). 

Actually, this is precisely what "strains critics, and all this is liked by the 
audience who gave the film the prize of their sympathies. Such two sides of the 
barricades are in the cinema and in the whole society. Some people feel sick at the 
very thought that there was something good in the USSR, others remember this 
well as if they were coming to a clean source. The film falls into the very heart of 
the split. You look at it and suddenly you find yourself in a world where there are 
clear coordinates: what is good, and what is bad. What is commendable and what 
is embarrassing. Children do not hang around yards with a cigarette, but something 
is rehearsed, something is discussed. They argue. Sincerely they want to be useful 
to the country, and Gaidar with his Timurovites marches ahead. Critics of the 
movie consider this action as stupefying, his fans — upbringing. Critics say: it's all 
lies. Fans: that's how it was. All according to the proverb: you want to be happy — 
be it. And really: how else could a country where there is nothing good, write good 
books, write talented music, win in a big war and first go out into space? Yes, the 
film shows a world where people have a purpose in life — self-improvement. And 
then the comparison comes by itself: what is the best way: to grab the cash and run 
away? And there comes nostalgia for something more real. As the eternally 
oppositional author wrote in polemical fervour: "We had a great epoch" (Kichin, 
2013). 

As a result of all this a tactful and intelligent "timeless story of friendship, 
honour and mutual assistance, relevant for young people of any generation, has 
turned out. The destructive anti-capitalist battles and selfless struggle with the 
bourgeoisie take place here only in the amateur scenes of the play, played by the 
sixth "B" (Kotov, 2015). 
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Another successful stylization for Soviet school movies was the comedy 
Good Boy (2016), which became the winner of the film festival "Kinotavr". As M. 
Trofimenkov rightly noted, "the good and harmful children who meet 
melodramatic relationships in adults are the same typical heroes of the Soviet "new 
wave": from Vitaly Melnikov's Mom got Married (1969) to Children as Children 
(1978) by Ayan Shahmaliyeva. If you recall the later, still soft versions, but 
already versions of the youth riot, then in the memory emerges Courier (1986) by 
Karen Shakhnazarov. The fact that Oksana Karas's film evokes such associations 
makes him an honour" (Trofimenkov, 2016). 

Of course, even here the strict voices of critics immediately came to the 
conclusion that the Good Boy is "essentially a collection of jokes that are not even 
discussed and sometimes even conflicting with one another, which are not reduced 
to nothing but a general optimistic message" (Korsakov, 2016). 

But we fully agree with V. Khlebnikova that in genre determinism, light 
jokes and the lack of didactics of the Good Boy "read the desire to entertain the 
viewer, provide the mass audience with that comfort zone that the intellectuals 
regularly, although not quite at the right place, call to leave. Good boy achieves 
this goal with the help of the stylization of Soviet children's cinema in the mid- 
1970s and early 1980s, who either forcedly or voluntarily "did not notice" reality 
and its mismatch with propaganda and embodied the utopian ideal of a carefree 
and prosperous existence for several generations of compatriots, often identified 
with the norm. The model of ideological quarantine, a sterile zone free from 
subtexts, hints, social and political topicality, is being modelled. The space thus 
cleared is given in the Good Boy chamber, alien to the vivid artistic effects and, as 
a rule, the confirmation of the basic norms of behaviour. In the Good Boy, as the 
norm, not the most popular in the country emancipation of personal choice from 
the influences of the family and the community is claimed, personal responsibility 
for actions of their own, and not of the neighbour or the organization, and thus the 
mirror emancipation of other people from oneself. Moscow is immersed in an 
eternal golden age in the Good Boy. There are no vulgar signs of the sociological 
context of 2010-2016. This Moscow takes sunbaths, basking in the light of an 
artificial day, which replaces the artificial night of cinematography of zero. Here 
they live by the river, as if on the sea, do not know the transport collapses and costs 
of sleeping urbanization, the interiors with antique furniture are spacious and light, 
windows — greens, spires and vistas, the eternal and prosperous noon of the world. 
... Students are not drug addicts, not Nazis or hipsters, participate in dance battles, 
but can also polka, independently learn Chinese ... Authors of Good Boy 
pragmatically stop the time so that its annoying features and radical physiognomy 
do not distort the classic plot of the personality formation, they didn’t imposed on 
him the character of youth revolt and the world denial. About that and speech, that 
a mature person assumes reality not because he cannot change it, but because his 
transformational efforts are directed mainly at oneself "(Khlebnikova, 2016). 
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But then V. Khlebnikova clearly does not pay attention to the fact that, 
unlike the Private Pioneers’, there are a lot of scenes in the Good Boy that are 
absolutely impossible in the Soviet cinema of the 1970s: the teacher of English 
watches with her student Nine 2 Weeks (1985), balancing on the brink of erotic 
contact with a young character; director of the school leads all the same "good 
boy" in an underground casino, and a maniac-exhibitionist, adoring publicly to 
perform a small need, runs around the district. 

However, despite all these "Innovations", the Good Boy is on the territory 
"between the movie of good mood and the problem teenage drama about the 
school", here "a surprisingly lively and nice atmosphere, although the action under 
the scenario takes place in an ordinary Moscow school, where one immediately 
wants to be admitted and spend there all the time. Teachers, even the head teachers 
and the director himself-in the performance of the inevitably charming Mikhail 
Efremov — are strikingly liberal: there is no depressing or ideological obligation 
among the subjects. And growing up children think more about the knowledge of 
the world and, worst of all, about sexual education: for example, the main 
character hesitates between a pretty girl and a young teacher, and the film will 
never fall down beyond a dangerous border, with all its atmosphere of unobtrusive 
flirting. In short, a cute movie that has nothing to do with life and reality is 
absolutely irrelevant: really good and not even fake — just blissful" (Dolin, 2016). 

At sunset of thaw, a fantastic comedy Wake of Mukhin! (1967) appeared on 
screens, where the main hero from the USSR of the late sixties was transferred to 
the year 1837 to protect Alexander Pushkin from the fateful duel. Authors of the 
fantastic comedy To Save Pushkin (2017), on the contrary, send Alexander 
Sergeevich Pushkin from 1837 to Moscow 2017, but the schoolchildren are also 
trying to dissuade the great poet from a duel with Dantes. Despite a number of 
critics noted (Arkhangelsky, 2017; Potapova, 2017; Ukhov, 2017) of merits 
(lightness, sincerity, humour, interesting and topical detective and satirical plot, 
dynamics and intrigue, unexpected, witty finale), the film failed at the box office, 
unable to withstand competition with Western blockbusters. Probably, its 
appearance in the TV format would be more appropriate, and then the target 
audience would have a much greater chance of understanding that "our everything" 
here is not a figurative but an aesthetic value. A guest from the past the authors 
show the invariance of the meanings of words honour, duty, respect, responsibility, 
truth, politeness, tact. Of course, these concepts have been polished for two 
hundred years, but their inner strength has remained the same, and it is important 
to understand it at a young age" (Ukhov, 2017). In addition, in To Save Pushkin 
ridiculed "thirst for glory and ubiquitous media, when any news is immediately on 
the screen to confirm or debunk, and every second student gets the opportunity to 
run his own video blog using improvised means" (Potapova, 2017). 

Much greater public success fell to the share created by the American 
recipes of the fantastic comedy Ghost (2015), where a ghost in the bright 
performance of Fedor Bondarchuk gives lessons on the male education for a 
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schoolboy played by the star of Private Pioneers’ and Good Boy Semion 
Treskunov. 


Dramas 

The post-Soviet period dramas narrated about school life in three ways. 

Firstly, these were the pictures that largely inherited the traditions of socially 
and critically biased "perestroika" films of the second half of the 1980s. 

The closest to "perestroika" motives was Teacher in law (2007). Here, the 
"thief in law", having learned that he has a cancer, and little of life is left, decides 
to do at least something good and ... is getting a job as a literature teacher in a 
provincial school. The story line resembles the Teacher of Physical Education 
string, but it's not a comedy, it's a drama: there's a whole heap of gloomy genre 
going on, as there is a whole gang of high school students-drug dealers with whom 
the reformed thief enters into a deadly duel ... Despite the topical theme of drugs in 
educational institutions, the level of reliability in this drama is clearly 
underestimated, and impudent schoolchildren, who are engaged in "drug", are 
depicted too grotesquely to be psychologically convincing. 

Sexual (however, submitted very gently) motifs of "perestroika" movies 
were played in the drama Let's Make Love (2002), where with a noticeable amount 
of irony was told the story of a student trying to part with his protracted virginity. 

In P. Todorovsky's drama What a wonderful game (1995) socio-political 
motives came to the fore. The film unfolded in the cold winter of 1951, when 
students of one of the Moscow universities decided to play a joke on their 
neighbours in a hostel: they secretly connected the microphone to the radio 
receiver and on behalf of the Kremlin they transmitted a message about the 
abolition of censorship and residential registration, a fivefold fall in prices and 
many other joyous events. The payoff did not take long to wait: the "instigators" 
were arrested and shot in the cellars of the Ministry of State Security... As in the 
previous films of the director (Military Field Love and Encore, more Encore), it 
was again a retro-style drama with impregnations of comedy. It is a pity only that 
this time the script did not have the bulk of the characters and the original plot 
moves. Throughout the action of the film students play jokes, make love, make 
noise, drink vodka, etc. etc., but after the end of the session, you can hardly recall 
what exactly one student is different from the other: except that he was a shy 
person with glasses, and the other was a giggly fat man. The characters at the level 
of the Military Field Love in the Game ..., alas, there is no trace, although good 
actors do everything possible to give their characters at least some kind of 
personality... And the very situation with the draw on political theme looks more 
like from the times of the Nikita Khrushchev’ thaw than from the harsh Stalinist 
times, when people sometimes were afraid to publicly tell even quite harmless 
jokes. Still, the fear of 1951 was significantly different from the fear of 1957 or 
1959 — the times of so-called "good hopes"... 
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Much more successful turned out another retro tape — Tender Age (2000). Its 
director, Sergei Soloviev, used his "perestroika achievements", making a kind of 
cocktail of poetic style of the 100 Days After Childhood (1975) with the ironical 
drive of Black Rose ... (1989) and The House under the Starry Sky (1991). Talking 
about the school life of the first half of the 1980s, S. Soloviev, not trusting in the 
"seriousness and drama of the story told, largely based on the true facts from the 
life of fellow practitioners and his son's friends, as if afraid to look boring, 
saturates the action with repeated divertissements (sometimes sinful on the part of 
taste)" (Kudryavtsev, 2007). But in general, all the shocking "late perestroika" 
scenes (Well, perhaps, more "advanced") were in place: the teacher cursing 
American expansion, smashed his head with a brick because of the loss of the 
USSR of the Cold War. Schoolchildren smoked and looked at photos in the porn 
magazine. The chemistry teacher fainted at the sight of the student, who appeared 
in the nude at the height of her lesson. A little later, there was a bold scene of sex 
pioneer and the same "chemist" (ironic greetings to Doll in 1988). And (oh, God!), 
The naked pioneers had sex in the pool... 

But here's what is typical: in 2001, having received the main prize of 
festival "Kinotavr", Tender Age for all its shocking reality did not provoke any 
outrage of the public. The main reason for this was the fact that the film was 
actually ignored by mass rent, filled with American entertainment pictures. But 
there were also reasons for another property: Russia only recently began to recover 
from the economic shock of 1998 and was still in the field of the officially oriented 
to the West (cultural) policy of "permissiveness". 

A softer retro variant (this time the life of Soviet students in the 1970s) was 
presented in the drama The Vanished Empire (2007) by K. Shahnazarov. Along 
with criticism of the Soviet system, notes of restrained nostalgia were felt here: 
"The Soviet empire was taken from Shakhnazarov at flight, in thinning, in half- 
decay — in the most attractive form, when its vices were not so obvious; when she 
softened, slowed down, passed into oblivion, when everyone was already 
hypocritical and lied. But there was movement in it, perhaps it was growing up, 
there were concepts of good and evil — and in the ensuing timelessness everything 
was levelled off" (Bykov, 2007). 

Secondly, these were films about the present, but close in style to the Soviet 
cinema of the 1970s. For example, a series about the school life Simple Truths 
(1999-2003), the action of which unfolded in one of the Moscow's schools. 
Contrary to perestroika gloomy genre, there were a lot of good high school 
students and teachers in the Simple Truths, there were almost no scabs and bed 
scenes with "nudity". In a similar vein, but this time with a focus on the ecological 
theme (a biology teacher with her students struggling with the pollution of nature) 
was posed The Adult Life of a Girl Polina Subbotina (2008). The Village Teacher 
(2015) also fits in well in this row. In this "socialist realistic" drama, an 
astonishingly similar (and outwardly and character traits) to the charming Shurik 
from the famous Soviet comedies of Leonid Gaidai, a graduate student of the 
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pedagogical faculty and a history teacher, Lev Sergeevich comes into conflict with 
the retrograde of the director and sent to teach in a rural school. And there he soon 
won the respect of high school students, and the love of the local beauty. 

Thirdly, these were films about the school and university, taken from the 
new Russian moral paradigm of the 21st century, that is, instead of the strict moral 
guidelines of Soviet "developed" socialist realism and the "perestroika" (and 
continuing "perestroika") social criticism, the films with characters without 
humanistic ideals, living in a world of money, violence, sex and entertainment, to 
which the authors are emphatically neutral, treating them as guinea pigs, came out 
on the first plan. 

The most revealing of such films types was the drama Everyone will die, but 
I'll stay (2008). The characters of this film live "according to the laws of pride: the 
strong dominate, the weak are humiliated and thrown out of the habitual circle. 
Emotions are polar" — either rapture or malicious anger. Nobody, for example, has 
seen the mink surmise, philosophize, fall into a reflection. What can we say about a 
simple high school student? The nymphs of Germanika are cracking down on 
rivals with instinctive cruelty, and a jar of alcohol is rejoicing in the same way as 
the Whiskers who found a delicious worm found under the stone. The animals eat 
grass, the children smoke it" (Belokurov, 2009). 

The director of the film, Valeria Gai Germanika, clearly wanted to prove to 
the whole world that she would finally say "the whole truth about the modern 
school". So in her tough tape, ninth-graders smoke, drink wine, have sex, adore 
obscene gestures and slang vocabulary ("shorter", "damn", etc.), swear (in fact, 
without "bleeping out”: tape removed for six years before the strict amendments to 
Federal Law No. 53 "On the state language of the Russian Federation" adopted in 
2014 (Changes ..., 2014)), attempt suicide and then go to a disco. 

Here are just a few characteristic phrases, which are pronounced in the film 
by 15-16-year-old schoolgirls: 

- It would be nice if all adults died! 

- Lucky — she was fucked by a whole company of soldiers! 

- Let there be a disco, and I will have a boyfriend! 

You can probably agree with the fact that Gai Germanika — "a real evil 
demiurge, who pulls the thread. And at the bottom of the handle stupid, ridiculous 
and pathetic, in general, a creature called a "teenager", torn by galactic dimensions 
of narcissism and a huge desire to squeeze the brain with a juicy pimple. Alas, 
these strings pointlessly point to young creatures who do not yet know that 
everyone will die without a trace, and put on their t-shirts "Parents, fuck you!" 
(Kulikov, 2008). 

And here it is difficult to agree that the tape, thanks to the "flying camera" 
of the operator, "included the very same air and light, without which the film could 
only pass through the category of "youth gloomy". Because, in fact, after deducting 
this air and this light, we would be offered several important and, most 
importantly, fresh news: there is no love, there is no hope, there is no faith; adults — 
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goats, children — bitches; everyone will die, but I'll stay" (Fanailova, 2009). In our 
opinion, Everyone will die ... returns precisely to “perestroika” gloomy, but 
without the characteristic humanistic pathos, replacing it with cynical naturalism. 

However, even this naturalism is very specific. Is it possible to take 
seriously the film Everybody will die and I'll stay as the most truthful post-Soviet 
film text about a modern school and schoolchildren, if 15-16-year-old characters 
are played by experienced actors from 22 to 28 years old? 

So we are not inclined to share the enthusiasm of the researchers of the 
creative work of V. Gai Germanika who say that "we have a director who does not 
doubt the reality, does not submit to it, does not load it with reflections, does not 
blunder it, says that in this reality it is possible to live and, consequently, to shoot 
about her non-abstract, clear cinema" (Gusyatinsky, 2009), answering the 
"important question” (Volobuev, 2008). 

About the film Everyone will die, but I'll stay (2008) argued mostly 
professionals — film critics and culturologists, it had no wide rental. But about the 
television series of V. Gai Germanika School (2010), shown in prime time on the 
Russian first channel, argued already "the whole country". In fact, it was a lighter 
version of the previous film directed by the producer, deployed for several dozen 
episodes: "In fact, the series School is quite vegetarian. Nothing in the ideological 
sense is extraordinary in it, no radicalism, protest moods. In comparison with the 
programs-mischief’s channel NTV (Pure confession, Especially dangerous! or 
Emergency), "pearls" of Sunday prime, the series School is just a pioneer morning 
performance. Except for an informal visual and behavioural context" (Dondurei, 
2010). In fact, this is a series is "a one-to-three version of Everyone dies..., but 
without a filthy language, tits and an director of the photography is worse... Even 
the inevitable game of give-away with the TV audience, very cleverly framed. 
Each time they go playfully to the point at which something very indecent should 
begin, and when the spectator begins to get an epileptic fit from surprise, they also 
play back playfully: a collision with a teacher who has fallen on a girl is brewing, 
and then the teacher takes up the pedophile, the potential gay line looms (very 
timidly) and then, no, sorry, it seemed to you. In the first series there is a charming 
moment, this method is illustrative: the girl writes a word on the glass ... and as 
soon as she writes the a swear word, but the grandfather enters at the beginning of 
this act"(Volobuev, 2010). 

Again, obscene gestures, rough slang vocabulary (but already due to evening 
TV shows without foul rough language), sex and suicide of schoolchildren. Plus 
exposing teachers who are bribe takers and retrogrades. 

Here are just some of the characteristic, humiliating human dignity of 
students, teachers' phrases from the School: 

- Youare not a person, but a nonentity. 

- Why are you so stupid?" 

And again, despite the mobile camera, which removes "under the 
document", the disagreement with the age of the performers of the roles of ninth- 
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graders: only one of the actors at the time of filming (2009) was 18 years old, the 
rest from twenty-one to twenty-four. And they play 15-16-year-olds... However, 
other analysts saw their advantages here: "It's embarrassing that the ninth-graders 
play huge foreheads for 22 years, but, firstly, you quickly get used to it (in Beverly 
Hills 90210, for example, the actors were almost thirty, and that’s OK), and 
secondly, they play in a naturalistic way: their young heroes are dull, limited, 
inhibited, close, nervous. And delightfully tongue-tied!" (Gordeev, 2010). 

The authors of the School, relying on previous developments, refer to 
"spontaneous, idolatrous worldview, offer undiluted, concentrated being", promise 
"recipients a shelter from the painted in local colours heroes" cardboard "TV 
installations — youth soap operas, solved in the genres of the romantic comedies 
and sitcoms" (Sputnitskaya, 2016, p. 24), although for all this V. Gai Germanika 
"one cannot avoid the monotony, inevitable for the format of tightening, savouring 
the same type of conflicts, dotted manner of filing images. Often, getting carried 
away with the technique of shooting, perspective interpretation of the character, 
she jumps into tedious ordinary life description (Sputnitskaya, 2016, p. 25). 

Y.A. Bogomolov wrote about the School very accurately: "The art in this 
series is just so much that the viewer could imbue with the drama of the situation — 
and not just in the school environment. Simply for many, including for 
aesthetically advanced viewers, the language of this artistic expression is 
unaccustomed. Not because it is so new in principle. He is unaccustomed in the 
format of the so-called "serial product". The mobile camera is not used. It's like a 
movie from a mobile phone. Not in the rules of the format — the super size of plans, 
exacerbating the subjectivity of the view of what is happening, the rapid patter of 
dialogues, kaleidoscopes and the compactness of the plot motifs. ... The level of 
authenticity taken in the framework of the frame of reality is also unaccustomed, 
which, however, is not simply mechanically transferred to the screen, but 
impressively, figuratively processed and submitted. At the same time the 
intervention of the director, operator, artist in the "picture" is minimal. That is why 
the illusion of improvisation of the current of the spied life arises. ... an 
acquaintance with the wrong side of the average school shocking: the exclusion of 
students, the helplessness of teachers, the smoking of drugs, the hormonal 
problems of young children and adolescents, etc. ... They say that the Germanika 
series is a crooked mirror. Maybe. But let me note that the crooked mirror not only 
distorts the beautiful features of beautiful phenomena, it sticks out defects, flaws of 
what is not very fine, and especially that which is very ugly. This is exactly what 
the School did, both in relation to the school itself and in relation to today's social 
order" (Bogomolov, 2010). 

For all that, one cannot but admit that "this series does not reveal anything 
new on the material. Germanika shoots a movie about what she knows well, even 
the school and the interiors are the same as in her first film Everyone Dies and I'll 
Stay (Karakhan, 2010). School did not become an opening for a sophisticated 
audience in media culture. But for the audience of the mass, not familiar with the 
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previous tapes of Gai Germanika, nor with many other Russian and foreign films 
about the school and schoolchildren (among which were very sharp, we recall, for 
example, Tender Age), the television show School kind of revelation, shock. But 
there are two more reasons for the noisy reaction of the public: "First, the 
entertainment specifics of our television have been disrupted. This work is not only 
in its artistic level several orders of magnitude higher than traditional serial 
production, but also quite different in its aesthetics. The second is the violation of 
the taboo of the genre resolution of various conflicts on the television screen" 
(Razlogov, 2010). 

Many spectators "were struck and indignant at the fact that the show goes 
on prime time on the main TV channel of the country. Many interpreted this move 
as an official statement of the state. ... Summing up, all opinions can be divided 
into four groups: a) the demonstration of children who drink and smoke propagates 
such behaviour among pupils, making it normal, legitimate, corresponding to the 
"spirit of the times"; b) there is a corruption of the younger generation, its 
zombification, since it is so much easier for the government to subordinate it, but it 
does not seem to be against it; c) the series is an attempt to draw attention to the 
problems of the school, albeit not in the most reasonable ways; d) all these are 
intrigues of the First Channel, which, like air, needs high ratings" (Paisova, 
Dementieva, 2010). Moreover, the head of the Moscow department of education O. 
Larionova spoke against the show School on the First Channel, stating that "on the 
Internet there were sharply negative reviews of teachers and parents and students 
for this program," created in the year of the teacher in Russia (The series ..., 2010). 

We believe that critics of the School managed to feel the main feature of the 
author's position in the series: moral relativism, which was clearly recorded by the 
sociologist D.B. Dondurey (1947-2017). He noted that the minuses of the School 
"are obvious and already fixed: tendentiousness in the selection of material, no one 
teaches anything, the lack of minimal intellectual requests from heroes, flat-footed 
drama" (Dondurei, 2010). 

But against this background, D.B. Dondurei was able to distinguish the 
most, perhaps, the most important: “School is a sample of producer's creativity in 
all its components. ... The main thing in this project is an experiment with the 
accumulated, but not yet realized, feeling of long-resolved freedom with its 
borders, corridors, horizons and also with the latest, though not obvious, 
technologies for promoting modern virtual products. School probes the soil of 
impending or, rather, ripening content changes, not so much foreseeing how many 
are exploring here possible ideological twists and turns. The series diagnoses and 
fills the emptiness formed in recent years in the "picture of the world" that has 
settled on TV, shakes the habitual grid of the serial chewing gum and status 
(regardless of the outcome and claims) screenings. He touches on the problems and 
those realities of our life, which recently could not be touched. Or did it only seem 
to us? Who could have imagined that the sixteen-year-old heroine would curiously 
unwrap, feel the condom received from her mother as a gift twice a day at the main 
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point of distributing the "meanings of life", under the supervision of grandmothers 
and junior students? This is a slap in the face of Russian public taste. To look at 
numerous murders, at dismemberment it is possible, and at a condom — you will go 
blind. Who could imagine that a bribe to the teacher, the seduction of a young 
teacher or teenage cooperation with pornographic sites will be imposed on the 
proscenium of a multimillion-dollar tele-forum? Is it decent to include such 
weekdays in the domestic series or only — and more abruptly — in the program Let 
them say or Maximum?” (Dondurei, 2010). 

Another lighter version of the film Everyone dies, and I'll stay was drama 
The Roof (2009): pupils sell drugs, smoke and fight in the toilet, teenage girls look 
at pictures of the Kama Sutra, and the director writes with a felt-tip pen on the 
student's forehead "I'm a freak." The main characters of the The Roof are three 
girlfriends: "learn in school, fall in love with a newcomer, smoke quietly, sing 
songs on the roof and from this very roof are going to jump. Parents of girls, who 
do what they can, work, change each other, and think little about their 
daughters"(Khrustaleva, 2009). In The Roof there is no swear words, but there is a 
moral of the social order: "Parents! Do you know what your children are doing?" 

Released on the screen four years after school, Class correction (2014) 
appealed not just to the fate of ordinary pupils, but pupils with disabilities. Like in 
films of Gai Germanika, the schoolchildren were played here by actors from 
twenty to twenty-five years old, which again can be explained by the fact that there 
are very risky scenes in this drama: for example, when violent classmates rape the 
main character — a disabled schoolgirl. For all that "there is not a single obscene 
word from the screen, and not because the prohibiting law appeared recently. The 
author consciously set himself a rigid framework: not to "play Germanika", not to 
try to confirm the authenticity of what is happening with dirty 
vocabulary" (Lyubarskaya, 2014). 

In the professional environment, the Correction Class (2014) was met 
ambiguously, in fact, two opposite interpretations were proposed: 1) "This is the 
flagship of the "new wave", a masterpiece of realism (all as in life!), a sob of 
teenage despair and "Scarecrow XXI century"; 2) This elegant postmodern trick, 
grotesque, own universe, glowing giraffe and the output of a young talented 
provocateur into the territory of Balabanov and Trier” (Kuvshinova, 2014). 

The hot supporters of the film considered that the Correction Class is, of 
course, gloomy, but "far from full immersion in decay and despair. Most of the 
picture the viewer looks with pain, with fear, with experience, but also with hope. 
With a light feeling, with a sense of some higher justice, even if expressed in the 
fact that boys and girls with physical defects are also happy in their own way. ... 
love, hatred, stupidity, betrayal, rage and fear are shown by bare nerves. The 
disabled are as vulnerable as the outside world, they are so vulnerable in the inner 
world" (Ukhov, 2014), and here "you begin to think about the insecurity of each 
and every one, in the order of self-defence giving birth to aggression ... about the 
total depressiveness into which any business has fallen, and before all school" 
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(Kichin, 2014); and "the Correction Class is not strong just with cinephiles, but a 
phenomenal ability to find a common language with the audience, making it laugh 
and touching it in earnest"(Dolin, 2014). 

Opponents were sure that the Correction Class is a brilliant trickery, a story 
that was not told, but they wailed through the voice of beggars in the subway. 
Everything is conditional there, as in folklore crying ... Tverdovsky entered the 
world of cinema context on a limousine with a convertible (but wheels from a 
wheelchair) and confidently rushes forward under the whistling and wooing of 
others" (Shakina, 2014). Moreover, M. Kuvshinova is convinced that "Tverdovsky 
from ignorance of the chosen subject, from misunderstanding, what is provocation, 
brutality, betrayal, a miracle, but from the desire to show all this as if he raises 
before the viewer the signs Provocation!, Revitalization!, Betrayal!, Miracle!, 
And when it comes to the notice Author!, he demonstrates in the TV fragment of 
his own short film Dog’s joy and puts into the mouth of one of the heroines a 
remark: Why shoot like children strangle themselves?” (Kuvshinova, 2014). 

It seems to us that the film is an artificially constructed anthropological 
sketch "based on" the "black series" of “perestroika” films about the school and the 
first films of Germanika, where the story of the collective rape of a schoolgirl by 
her classmates remains completely unpunished, where the brutalized mothers 
fiercely fight in the director's office high school students, where the natural 
intonations of the dialogues, inconsistent speech of the characters creates the 
illusion of "truth." 

Equally polar opinions were sparked by another drama on the school topic — 
Geographer Burned the Globe (2013), the authors of which transferred the story of 
the novel of the same title, written in 1995, to the 21st century. The plot of the film 
is simple: a heavily drinking provincial middle-aged biologist from desperation 
settles in school to teach geography and, confronted with a difficult class, tries to 
earn schoolchildren authority. At the same time, "everything that happens in the 
film is categorically wrong. The teacher, who should set an example, drinks, 
directly tells everything to children what he thinks about them. He even risks their 
lives, for which he faces a criminal punishment. And at his home everything is also 
wrong: he allows his wife to love a friend, seeking consolation from a colleague- 
teacher, secretly loves a student. And the students in the school are wrong: they are 
brave, they dare, and, it seems, they do not learn anything"(Kichin, 2013). 

Arguments in favour of the film: “the conscious adherence to the Russian 
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literary and cinematic tradition’, “empathy”, “spiritual enlightenment’, “liveliness 
and amusement”, “vitality”, “a call for love for one's neighbour’, etc. 

Examples: 

1) "Whatever one may say, Veledinsky's film is flesh from flesh and school 
dramas like We'll Live To Monday or Dear Elena Sergeevna, and the tragedy of 
unfulfilled lives, the first of which comes to mind Autumn Marathon. The image of 
teacher Sluzhkin is imbued with that very favourite "once-intelligentsia" with 
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beautifully deny women. It's strange, but with all the repulsive components, 
Sluzhkin is sympathetic, it's easy for him to empathize, his uneasy position forces 
him to scroll through his own actions, and it's always difficult to create such a 
screen character that almost any viewer can try on himself "(Ukhov, 2013 ); 

2) "But most of all, he attracts non-petty character in the way he relates to 
our literary and cinematic tradition going from Onegin and Pechorin to Ivanov and 
Treplev and then to the heroes of Duck Hunt, Flight in Dream and in Reality, 
Autumn Marathon and other "superfluous people for rendezvous", with which he 
was immediately compared, noting mainly their undoubted similarity, although, 
the difference is no less significant. All the listed persons in one way or another 
had a romantic aura — in the largest Pechorin, in the least — Buzykin from the 
Autumn Marathon. Sluzhkin, on the other hand, is essentially unromantic and not 
even tragicomic, but rather a comic hero, but not in the usual sense of the word, but 
in the way Chekhov used it with his plays" (Matizen, 2013); 

3) "Alas, the profession of the teacher is considered a dead end. What the 
main character himself admits. A story about a real man? Of course not. The 
edification of youth — do not be like him? Also not. Or maybe a new upbringing 
novel? In which pupils are brought up by teachers. Yes there is simply life. 
Clamped in the confusion of human prejudices and unfulfilled desires ... But — 
albeit not always, but still — bursting loose, triumphantly throwing up arms and 
saying: but still we have something to live for. Let’s for a moment. For the sake of 
such moments and live. And this life — in most situations ridiculous, ridiculous, not 
exemplary and unlucky -— _ but leaving hope for _ spiritual 
enlightenment" (Govorushko, 2013); 

4)" Geographer Burned the Globe is a surprisingly lively and funny film in 
which even imperfections and roughness go in plus. After all, this is, in the final 
analysis, a love story, with which deviations from the canons of beauty and truth 
are only beneficial. And this is a test for modern Russian viewers on the ability to 
enjoy the normal everyday cinema about real people like you and me "(Dolin, 
2013). 

5) The Geographer... managed to glorify the one who lives here, these days, 
and does nothing at all. It turns out that "nothing" in the end turns out to be the 
only possible strategy — but only for those who want to love the whole world, not 
to be a pledge of happiness to anyone, and to continue to hope that the world will 
love it in return"(Kuvshinova, 2013). 

Arguments against the film: "turbidity," "lifelessness," "fiction," "no movie," 
"a cake with cream," "indecent sensitivity and fearfulness of the authors," 
"blunders," "ashamed to look," etc. 

Examples: 

1) "Forgive me for a ridiculous verbal allusion, but I need to despair to give 
out an ambitious turbid melodrama for a revelation, and so taken so lifeless that it 
was necessary to release immediately on TV" (Hoffmann, 2013). 
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2) "Director Veledinsky climbs out of the skin to make his film appealing to 
the simplest viewer: he sends to the Soviet classics about men searching for the 
meaning of life, cleans the source from all painful monologues, leaving only jokes 
with jokes, tensely peers into the eyes of a good artist Khabensky . But his 
Sluzhkin remains a fiction, a non-existent representative of a non-existent 
generation, which does not develop at all, does not grow, which really does not 
need anything. The movie turns out the same. That is, nonentity" (Ruzaev, 2013); 

3) "The whole movie looks like a cake with cream. ... There is a feeling that 
the creators of the Geographer — people with quite a decent creative reputation, 
who ten years ago were a vigorous and brave front flank of Russian cinema — just 
grew old and became indecently sensitive and timid. The formula of Gogol: "love 
us black," which always worked in our art, it seems to them too risky, it is much 
safer to shoot another fairy tale for adults — even if it's a sin against the truth" 
(Zaretskaya, 2013); 

4) "There is no portrait of the "hero of our time", because there is no hero, 
and there is no time as such: all his signs to the middle of the film because of the 
critical mass of various blunders simply become dead scenery. There is no drama, 
and there is not even a tragicomedy, because laughing at how a teacher gets drunk 
with the main school bully and reads rap becomes inappropriate and boring. And 
what is there? Never mind. There is a film that almost from the very beginning 
(Sluzhkin fights in the train with a policeman to the song "I'm free") is a shame to 
watch. In addition to the first episode, please, just a nonsense, a couple of shameful 
ones: the moment with the decantation of birch juice in a bottle of brandy, and the 
scene in the bathhouse — a schoolgirl in love with the teacher groans naked at the 
stove (for some reason one feels more awkward for the young actress), the teacher 
lashes himself with bath brooms until the blood — apparently, expelling the lustful 
demons” (Artamonova, 2013). 

In our opinion, the Geographer like the Correction Class, looks like a 
secondary product, nothing new to add to either the development of the "school 
theme" or the tradition of stories about "unnecessary people"... 

In the phantasmagoric drama The Clinch (2015) the teacher of the Russian 
language and literature "cautiously, clasps the shoulders with a cheap jacket, 
strives to slip unnoticed. ... He is not attracted to a long-time unloved wife ... 
neither an 18-year-old son who clearly lost any respect for his unsuccessful father 
.. hor a standing apartment waiting for repairs, torn to the bare concrete walls" 
(Lyubarskaya, 2015). But he is not some romantic from "sixties": he sees in the 
window how "the older students beat the younger one, but he will not rush to save 
anyone. In the booth of the service toilet, a prelude to a sexual act is performed, 
and the teacher will not do anything either, he slams the door, shouting in his heart: 
"Was there no other place?" ... school — the ideal topic for demonstrating 
hypocrisy, deceit, falsity, boredom of life and hopelessness of existence. The 
school is, apparently, a serious mental shock for future filmmakers and 
subsequently serves as a source of "black inspiration,” the forge of a nightmare" 
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(Argangelsky, 2015). True, further the plot of The Clinch goes away from the 
school in the direction of surrealism and absurdism, and, consequently, from the 
subjects of our research. 

But in Teacher (2015), almost all the action of the film takes place in the 
school class. At first, it seems that we are dealing with serious dramatic problems: 
"here are the eternal relationships of the older and younger generations, the 
trampling of moral standards, the degradation of society and youth, the large-scale 
problems in Russian education, and the social stratification of society" (Nikolaev, 
2015), "all relevant topics of the man in the street connected with the school, here 
and Ukraine with the US, here and culture with education, there are bandits with 
guards", but soon the Teacher turns into a farce. ... turns into some kind of skits" 
(Ukhov, 2015). 

Studied by the life, a story of an elderly the wonderful actress Irina 
Kupchenko, who played once the most important pedagogical images in the Soviet 
cinema (Aliens Letters, 1975), plays here. However, in the Teacher the authors of 
the film put it in the same uncomfortable and false position that was in another 
talented actress — Marina Neelova in the perestroika film Dear Elena Sergeevna: 
an elderly and seemingly experienced teacher behaves with schoolboys the way as 
if for the first time in her life she was in the classroom and knew practically 
nothing about the intellectual level and morals of modern students. And in this 
class, the authors managed to collect amazing characters - "boors, loafers and 
hippies. Even excellent pupils and good guys under the influence of an unusual 
situation begin to demonstrate their exceptional egoism and anger. However, to 
perceive all this for some reason should be something natural and easily 
transformed into something healthy with the help of a wave of a magic bar. The 
amazing thing: just a few tens of minutes of communication abounding with 
mutual threats and insults — and such a universal Stockholm syndrome reigns that 
the viewer becomes uncomfortable" (Sosnovsky, 2015). 

A similar exaggerated falsity, supplemented by the cost of replacing the 
German play into the Russian film, also appears in the much more professionally 
made Pupil (2016). This drama shows the "breakdown of the veils with the 
overwhelming Russian citizen of despair hilariously competing in aggressiveness 
with anti-clericalism. Here, in the office of the headmistress, a Russian flag must 
necessarily stand — in order to demonstrate the pseudo patriotism that pervades 
everything. And certainly — inverted, stressing: for this all, nothing but sycophantic 
behaviour, not worth it. If the school has a priest, then his watch will occupy about 
a third of the screen, and speech and habits will to testify the criminal past, and not 
so recent. The director, the head teachers, the "teachers" are nasty, screaming aunts 
(and the dull teacher of the physical culture, yes), in the classroom they tell about 
the positive aspects of Stalinism, and in the evenings, at the bottle, they how] awful 
low-grade songs. Brainless cops and guards are ready, having used all the swear 
words with all their heart, to cross themselves at anything that resembles a cross ... 
"The pupil" does not invite to reflect on the problems of the current Russian 
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society, as claimed by its author. Instead, the viewer is given the opportunity to 
inflame his anger" (Sosnovsky, 2016). 

This story about a high school student who uses religious extremism as a 
tool for rebellion, then and again, the cues and plot details that betray the western 
origin of the original slip through. ... The main misfortune of the Pupil in the other 
is that it is a warning film, not a film-study. The picture does not analyze the soul 
world of a guy who becomes a religious fanatic, does not show his inner struggle, 
does not give him the right to doubt and hesitate" (Ivanov, 2016). 

M. Trofimenkov rightly writes also about the secondary nature of the Pupil: 
"Something like this the world has already seen half a century ago. In dozens of 
other films, other teenagers — from English and Polish to Japanese — also 
demonstrated their genitals. They also smashed their too-bourgeois sleeping-rooms 
and beat the adult overseers on the spot with paradoxical aphorisms. They brought 
condoms to school and dreamed of automatic bursts from the abdomen to cleanse 
the land of adult totalitarian pigs and peer conformists. Then it was called a youth 
riot against triumphant hypocrisy: teenage hooliganism should be admired" 
(Trofimenkov, 2016). 

On the other hand, one should probably listen to A. Dolin's opinion: "The 
film is straightforward and even didactic, it is a kind of visual (even too much) 
demonstration of all the dangers of religion, private or organized. However, the 
artistic merit is much stronger than the rare shortcomings. Pupil — the film 
primarily about fanaticism and "insulting the feelings of believers", but is also 
about the modern education system, anti-Semitism, homosexuality, hypocrisy, all 
forms of totalitarianism. In this sense, the Pupil is absolutely a political picture, 
and the second such in Russia for all the recent time was never ever shot before" 
(Dolin, 2016). 

Films by V. Gai Germanika, dramas Geographer Burned the Globe (2013), 
Teacher (2015) and Pupil (2016) told about ordinary schoolchildren from ordinary 
schools, choosing from them for the most part the least socially protected. But the 
authors of the series Barvikha (2009) and Golden (Barvikha-2) (2011), which were 
shot according to American recipes, turned to the existence of an elite school 
where senior high school students usually learn. Like Gai Germanika, the role of 
schoolchildren was performed by professional actors. In Barvikha they were shot 
at the age of 20 to 29 years, and in Golden — even older. Having redesigned the 
American TV series Veronica Mars (2004-2007) and Gossip Girl (2007-2012), the 
authors of Barvikha designed stereotypes for the films about the "golden youth" of 
characters: Lovelace and his rustic friend, "Cinderella", trying to deceive into 
"higher society", the queen of the class and her retinue, and, of course, a charming 
and honest guy who, though rich, is responsive. The plot of the series revolves 
around such key concepts as friendship, love, envy, jealousy, sex, booze, deception 
and meanness. All this is filed with the same steady moral relativism as Gai 
Germanika, only softly, glamorous and without claims to the author's statement. 
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Approximately in the same spirit, however, without the exaggerated glamour 
of Barvikha and pedalized sexuality (including homosexuality) of the series 
Physics or Chemistry (2011), the series High School Students (2006-2010) was 
made. 


Melodramas 

In the 1990s, a lot of films were filmed, retrospectively comprehending the 
relatively recent past. Among them was the melodrama American (1997) by D. 
Meskhiev. Earlier, Dmitry Meskhiev (Cynics, Over Dark Water) was considered a 
skilled stylist and one of the leaders of the new director's generation. However, 
American has caused his image considerable damage. And all because Meskhiyev 
has lost, as they say, in his field. Instead of a nostalgic retro-melodrama about the 
love affairs and everyday affairs of Russian teenagers of the early 1970s, in our 
opinion, a carelessly cut and poorly crafted hand-crafted piece was produced. Of 
course, the authors of the film did not forget to dress their young heroes in their 
trousers and flap them with Beatles' styled hair. But for more they were not quite 
ready. The atmosphere of the 1970s in the American does not exist. It seems that 
the director, without a long thought, simply copied (primitively and without 
inspiration) the older generation's film memories of his post-war childhood. But, 
alas, what was admired in Dudes (1977) or in Freeze-Die-Resurrect (1989) in the 
interpretation of Meskhiev looked like a dull stamp. 

By "average" patterns, many other "school-university" melodramas are also 
cut. It is clear that at the heart of melodramatic stories on the school material — love 
affairs, sometimes quite risky. Hence the even greater caution of the film-makers 
in relation to the age of the performers. So in the Beloved Teacher (2016) the 
eleventh-grader falls in love with the recent graduate of the pedagogical college, 
who came to teach at his school. For the reasons mentioned above, the actor was 
chosen as the amateur schoolboy of 22 years, which put the authors of the series 
before the choice: to invite a girl of the age corresponding to the graduate of the 
university (23-24 years) to the role of teacher, or, in order to avoid equalizing the 
age parameters of the actors, take an older actress. We stopped at the second 
option: the performer of the role of the young teacher in the year the serial was 
released on the screen was 33 years old. 

It is clear that this kind of age casting from the very first shots destroyed the 
credibility of the plot of the series, especially since further it did not give special 
reasons for serious reflections (what is worth one scene of an attempt to rape the 
teacher at the graduation party by one of the friends of the main character). By the 
way, on the scene of rape (this time one of the graduates of the school), and the 
plot of the nondescript series And the balloon will return (2013) is also 
constructed. 

In a boring melodramatic vein on the screen incarnated love stories of older 
characters: in The Price of Love (2013), a married university teacher falls in love 
with a twenty-year-old boy, in Work on Mistakes (2015), a schoolteacher meets 
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after many years with a man who once abandoned her; in the White Crow (2011) a 
provincial from the pedagogical school becomes a victim of the machinations of 
his treacherous mother-in-law; in the Children under 16 ... (2010) there was a 
poorly supported scenario-based student love triangle, rightly received negative 
reviews of criticism (Nefedov, 2010; Favorov, 2010), since "the viewer sees 
instead of beauty the mannerisms of performance, glossy pretentiousness and 
blatant vulgarity" (Yushchenko, 2010). 

In the melodramatic series Teachers (2014), the well-known TV talk show 
We chat quarrels with the leadership of the channel, loses work and ... gets a job at 
the provincial school as a teacher of literature (oh, this does not give a rest to the 
filmmakers on the school topic stories about the drastic change in the status of their 
characters, for the time being, it had nothing to do with pedagogy: let us recall at 
least Teacher in Law and Teacher of Physical Culture. It's clear, at school, a recent 
TV star meets a modest beauty-teacher. But not only her: the glamorous English 
teacher has already put her eye on him, and two smart high school students are 
arguing which one of them will seduce him (why one of them reads A. Kuprin's 
Sulamith and rushes to the teacher with kisses, and the other tattooed on her breast 
and undress in front of him in the school room: do not worry, the roles of these 
schoolgirls were performed by twenty-year-old actresses). Against this 
background, everything in the classroom is like that of modern filmmakers: 
schoolchildren drink, smoke, have sex (see Barvikha, Golden, etc.). 

In the melodrama Freshman (2016), too, a reception with a character turned 
upside down: a pretty young mother easily passes the entrance exams to the 
Institute of International Relations instead of her 18-year-old daughter and soon 
falls in love with an impressive assistant professor. The advantage of this film, in 
our opinion, is that it does not pretend to be a presentation of the "life of the 
university", but plays the romantic feelings unassumingly. 

Among the melodramas about students and schoolchildren the greatest 
resonance was caused by the film 74+ (2015). Contrary to the unspoken film rules 
of recent decades, the young actors of this picture are not 20-25, but actually 
fifteen. And the value of the film is "not in dramatic conflicts. This is a very simple 
film about love, from which it is impossible to come off and which then is difficult 
to forget. Just in it (a rare case, especially in Russian cinema), absolutely 
everything is done right. The main thing in /4+ is a surprisingly light and natural 
intonation, with which the story is told. If you look for roughly similar films about 
teenagers, perhaps the A Swedish love story by Roy Andersson or even Truffaut's 
Les quatre cents coups, released in 1970 and 1959, may come to mind, 
respectively. Teenagers, can, and vary depending on epoch and the countries — the 
genuine tenderness with which they are looked at by directors does not change. 
The whole film sounds lively human speech — and after that dialogues in a lot of 
other Russian paintings and serials begin especially painfully to cut the 
hearing"(Korsakov, 2015). 
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In fact, in /4+ there are "dialogues" "torn from the language", precise 
reactions-wins, an elastic rhythm, many funny moments. The vitality of young 
performers, their non-professionalism (adolescents play teenagers) is relevant ... 
The girls here are absolutely adults (gin and tonic, dates, risky outfit, innocence 
and vice in one young body); boys are very kids (bolts, Lego, clockwork robots, T- 
shirts with the Simpsons, and they do not sell beer in the store). Incomplete- 
inexpensive rips over the topic of the lesson — "monomials", pray to the image of 
brother Danila Bagrov and in battles with hooligans imagine themselves as 
Supermen and Spider-Man. Ordinary children at the age of adulthood"(Malukova, 
2015). 

On the other hand, while watching, our "consciousness sinks at a time when 
adults with their problems were stupid and incomprehensible, and their own 
problems were the only important ones, when nothing further from tomorrow 
existed, and the heart beat more strongly from love experiences than from fear of 
being beaten. It is likely that such a metamorphosis will not happen to everyone. 
Someone /4+ just seems implausible and tense. But even it does get into 
resonance with the frequency of mental vibrations, this does not at all promise a 
positive effect. Imagine if you were immersed with a head to where it's warm and 
good, and then dragged back into the hostile environment by the scruff. Imagine 
that someone rudely and unceremoniously dug into your intimate experiences and 
put them on public display. Sensation is not pleasant, leaving behind a very strange 
feeling, a mixture of nostalgia and devastation" (Litovchenko, 2015). 

It would seem, "this is exactly what you can only dream about: that Russian 
cinema, steeped either in arthouse snobbery, or in commerce" below the plinth, 
"turned its face to the audience, to the viewer, to real life. And he learned to dissect 
this life in modern artistic rhythms and intonations" (Plakhov, 2015). 

And so, despite all this, the /4+ became the source of an action of angry 
protest: the authors of the melodrama accused the authors of propaganda for 
alcoholic beverages, teenage sex and paedophilia and in the corruption of minors. 
On the site change.org, a petition titled "Banning the film /4+" in 2015 collected 
about two thousand signatures (Petition ..., 2015). Here are just some of the 
comments posted on this site: "I urge you to ban the movie" /4+ "at the box office 
and to bring its creators to account for promoting the early onset of sexual activity, 
corrupting children. The people who allowed the Ministry of Culture to sponsor 
this film must be punished" (G. Rebenchuk, Kazakhstan); "We need films that call 
for children to strive for chastity, virtue, moral conduct! And this film simply 
cannot be watched by teenagers!!!" (I. Kolobova, Russia) (Petition ..., 2015). 

Such storms did not cause either Tender Age or Everyone will die, but I'll 
stay, and this despite the fact that in /4+ there is neither a swear language, nor 
explicit sexual scenes, nor cruel episodes of violence. And the film was shot 
"already in a fundamentally different era than Gai Germanika. Much has been 
banned, and almost all bans are met: ... a night meeting of lovers is shown with 
chastity, worthy of the Soviet standards. But surprisingly, /4+ is a rare film in 
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which falseness and conventionality are not felt in depicting the life of adolescents, 
and piercing it, especially closer to the finale, warmth and kindness do not turn into 
treacle. ... It is hardly the first time in our cinema that the film convincingly 
showed that, whether we like it or not, today the teenager's adult life begins on the 
Internet. However, another thing is shown: the virtual world does not give either 
real detente or experience: sooner or later you have to prove yourself "in real life" 
(Plakhov, 2015). 

So why are not cheeky TV series about schoolchildren, filled with sex (one 
Physics or Chemistry is worth), namely, the modest melodrama /4+ caused such a 
storm of anger of the "working masses"? The answer to this difficult question is 
found in A.S. Plakhov’s article: "Indeed, from the standpoint of radical art, the" 
14+ "style is traditional, if not conservative — and this is absolutely justified by the 
goals and objectives of the picture. If she were more avant-garde, she would not 
have had a rent or scandal at all, nobody would have known about her except for a 
group of film critics. But the hysteria that has unfolded around this particular film 
allows us to make broader conclusions about culture and society as a whole. Even 
six months or a year ago we were on another level of rapid fall into the pool of the 
collective unconscious. Then it seemed that the main enemies of free creativity are 
in power institutions and institutions: it was there that the initiatives of absurd 
prohibitions were developed and from there. Today, after the prohibitive genie was 
released from the bottle, we fell even deeper: initiatives come from below — and 
this is evidence of a new stage of cultural democracy in Russian" (Plakhov, 2015). 


Thrillers 

Unlike the detective, the thriller belonged to genres practically forbidden in 
Soviet cinema (especially in school-themed films). Therefore, the appearance in 
the post-Soviet space of the thriller Serpent Spring (1997) was unexpected for 
those times. 

... In a small provincial town appeared serial maniac. His victims are young 
women, so that there is every reason to worry about the fate of a beautiful trainee 
who came to the local school ... Director Nikolai Lebedev in the debut film proved 
to be a diligent admirer of the work of Alfred Hitchcock. He was not at all 
interested in the realities of the Russian provincial and school life of the 1990s. 
The screen world of the Serpent Spring is a kind of action-packed chess game with 
masked figures, where the nervous tension of the spectators is confidently pumped 
from episode to episode. The director demonstrated a good mastery of the 
profession, using the well-known actors E. Mironov and O. Ostroumova in an 
unusual role. Almost all the characters in the film are flip-flops, hiding some 
secrets and vices. 

About ten years later A. Strizhenov made the mystical thriller Yulenka 
(2008), where the teacher of literature fell into the gothic atmosphere of the 
gymnasium, where strange and terrible things happened. Of course, not only the 
history of the unlucky teacher, first of all, it is "the story of a very smart girl who 
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said the first word at two months, learned to read at a year and a half and at ten 
does not know what to do yet, and because it falls under several articles of the 
Criminal Code" (Maslova, 2009). 

In the film there are obvious hints at the story of the myth about Orpheus, 
tales of the Snow Queen and Suspiria by D. Argento. However, "despite the 
obvious similarity of history with Suspiria, Yulenka "is not a Russian copy of 
Dario Argento. This is Jesse Franco, only faster and ironic and with three layers of 
gloss. Rich Carroll texture — pigtails, golf clubs, T-shirts, the girl strangles the 
squirrel — politically corrected by distracting scenes of a healthy heterosexual 
character” (Koretsky, 2009). 

The western story lining is most evident in the mystery series Closed School 
(2011-2012), the remake of the Spanish Black Lagoon (2007-2010), the events of 
which take place in an elite boarding school. As in most other Russian TV series, 
the tenth grade is played by actors between the ages of 24 and 30. Closed School 
was submitted to the media "as the first mystical series about teenagers in Russia. 
But despite her success with the Russian TV audience, the creators of the series did 
not take into account the important options for copying. It has a melodramatic 
canon, but there is no expression of the original source. Authors ... choose 
advertising-optimistic intonation, tend to purism ... Despite the relishing of skulls, 
episodes of a mysterious stay in the world of the dead do not cause fear. Really 
terrible moments at copying lose sharpness. But the reasons for the popularity of 
the Closed School — just in its usual, predictable, unpretentious manner» 
(Sputnitskaya, 2016, p. 60). 


Fantasy 

In fantasy films, the theme of the school and the university naturally falls 
into the background. Well, only with the exception of some school episodes, where 
the main characters in Ghost (2015), where the teenager, thanks to his 
communication, gets a man's education with a ghost? Even less school is in the 
Attraction (2017), where the students of high school are trying to help out poor 
aliens from the misfortune. Dolly the sheep was angry and died early (2014) — a 
story about a student who came from Russia in the 21st century in the Soviet 1980s 
— also not about the university, but about love and about the fact that the student 
"destroys the past in order that he realized that his father was a world man and that 
he realized how strong and cheerful was friendship at a time when young people 
did not live in computers and cell phones. ... "The image of the 1980s is imbued 
with ironic nostalgia. The director with delight and humour recalls Komsomol 
discos, vodka with soda, exams on scientific communism, trips by big companies 
on small cars, marching songs to guitar, crosses in gas masks, fights of "urban" and 
"village", queue for sausage" (Ivanov, 2014). 

And quite a rare genre bird in the post-Soviet school-student subjects was a 
musical, which, however, does not detract from the merits of the brilliantly stylized 
V. Todorovsky Hipsters (2008). 
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Russian films of 1992-2018 on the theme of school and university 
The place of action, historical, socio-cultural, political, ideological, context 
Historical context (dominant concepts: "media agencies", "media / media 


categories", "media representations" and "media audiences"). 


Features of the historical period of creation of media texts, market 


conditions that contributed to the idea, the process of creating media texts, the 
degree of influence of events of that time on media texts. 


The time frame of this historical period has been defined by us since 1992, 


that is, from the time when the Russian cinematographic production arose after the 
collapse of the USSR. 


The main political, economic, cultural, educational characteristics of this 


historical period are presented in Table 5. 


Table 5. Key dates and events in Russia and the world in the period 1992-2018: 


politics, economics, culture, education (compiled by A.V. Fedorov) 


Key dates and events in Russia and the world in the period 1992-2018: politics, economics, culture 


1992 


The beginning of economic reforms (in particular - the abolition of state regulation of prices in Russia, 
privatization (voucher) state property) of the new Russian government, which led to a sharp fall in the 
rouble rate with the shortage of products and goods for the first time (this year a large number of Russian 
citizens only the operations of purchase and sale of imported goods have made millions of capitals, some 
of them for reasons of prestige, friendly ties, but most importantly - to "wash" the shadow funds, 
investments were made in the movie business). 

Freedom and expansion of the scale of religious activity. 

A sharp increase in the flow of emigration of Russians to the West. 

Visits of the Russian President Boris Yeltsin to the United States: February, June, 

External harmony of political relations between the US and Russia. 

The adoption of the US by the pro-Russian "Act for Freedom Support" (Freedom for Russia and Emerging 
Eurasian Democracies and Open Markets), which created the basis for economic assistance by the 
weakened crisis of the Russian economy. 

Adoption of the Law "On Education": July 10. 

Law of the Russian Federation No. 3612-I "Fundamentals of the Legislation of the Russian Federation on 
Culture": October 9. 

The Minister of Education of the Russian Federation at first remains appointed in 1991 E.D. Dneprov 

(1936-2015): until the 4th of December. 

E.D. Dneprov was the organizer and head of the school reform, based on the principles of the 1988 
concept, which was aimed at de-ideologizing, democratizing and updating the national education. 

Under his leadership, the law "On Education" was prepared, private educational institutions began to open. 
The new Minister of Education of the Russian Federation was appointed Tkachenko: since December 23. 
As well as E.D. Dneprov, E.V. Tkachenko showed himself as an adherent of humanization and 
democratization of education, advocated a differentiated education. 


1993 


Bill Clinton becomes the US President: January 20. 

Meeting B.N. Yeltsin and B. Clinton in Canada: April 3-4. 

The Moscow International Film Festival (1993, July), perhaps for the first time in its history, experienced a 
shortage of viewers: crowds of thirsty "extra tickets" in dozens of metropolitan cinema halls are a thing of 
the past. Satisfied with tasty and forbidden in the old days Western films, the mass audience preferred 

to watch movies on TV and video (already at home, and not in the video rooms that had survived the last 
few days), not being tempted by the amazing colour reproduction of the festival "kodak" or the loud 
names of the filmmakers. 

The publication of President BN. Yeltsin decree No. 1400 on the dissolution of the Congress of People's 
Deputies and the Supreme Council of Russia: September 21. 

The breakthrough of the cordon around the House of Soviets of the Russian Federation, the seizure by the 
group of armed supporters of the Supreme Council of the building of the Moscow mayor's office and the 
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attempted armed seizure of the television center Ostankino: October 3. 

The dispersal of the rebels with the help of troops entered into the center of Moscow: October 4. 

A live broadcast of the rebellious White House (the building of the Supreme Council) in Moscow by the 
American television company CNN, undertaken by Russian special forces units and tanks: October 4. 


1994 


US President Bill Clinton's visit to Russia: January 12-15. 

The first joint Russian-American space shuttle program. 

The withdrawal of Russian troops from Germany: from September 1. 

Visit of the President of Russia B.N. Yeltsin in the US: September 27-29 

The beginning of the first war in Chechnya: December 11-31. 

Beginning of a sharp drop (roughly halved compared to 1992) of Russian film production, caused by the 

fact that private investors stopped using cinema as a tool for money laundering, and the state had no financial 
means to support the film industry in the midst of the economic crisis. 


1995 


Meeting of US and Russian political leaders in Moscow, which adopted six joint statements, 
including the irreversibility of the process of reducing nuclear weapons: May 10. 

Meeting Boris Yeltsin and Bill Clinton in Canada: June 16. 

Capture of hostages by Chechen terrorists in Budennovsk hospital: June 14-19. 

Meeting B.N. Yeltsin and B. Clinton in the US: October 23. 

The opening in Moscow of the first in Russia cinema with real multi-channel sound Dolby — 
"Kodak-Kinomir" (by the beginning of the XXI century in the capital there will be about fifty of them, 
and halls with new equipment will appear in all large and medium-sized Russian cities). 


1996 


Meeting of B.N. Yeltsin and B. Clinton in Moscow: April 21. 

Presidential elections in Russia, where B.N. Yeltsin in two rounds with great difficulty defeated the 

leader of the Communists G.A. Zyuganov: June 16 - July 3. 

Minister of Education of the Russian Federation appointed V.G. Kinalev: August 14th. 

At his post, V.G. Kinelev paid special attention to the introduction of information technologies in the 
education system. 

Beginning of the introduction of Bachelor's and Master's programs in Russia: since August 22. 

Federal Law No. 126-FZ "On State Support for the Cinematography of the Russian Federation": August 22. 
The end of the first war in Chechnya - Russia and Chechnya - sign a peace agreement. The withdrawal 

of Russian troops from Chechnya begins: August 31. 


1997 


President of Russia B.N. Yeltsin, NATO Secretary General, NATO Heads of State and Government 

sign the "Founding Act on Mutual Relations, Cooperation and Security between NATO and the Russian 
Federation" in Paris: May 27. 

The production of Russian films, intended for rental in cinemas, reached the post-Soviet minimum - 43's. 
Gradual growth of film production will begin in Russia only since 2001. 


1998 


Minister of Education of the Russian Federation appointed A.N. Tikhonov (1947-2016): February. 
Meeting B.N. Yeltsin and B. Clinton in Birmingham: May 17. 

Sharp collapse of the rouble in relation to world currencies, default: August 17. 

US President Bill Clinton's visit to Russia: September 1-3. 

Minister of Education of the Russian Federation appointed V.M. Philippov: September 30th. 

During his leadership, the program "Modernization of Russian education for the period until 2010" was 
developed (and later approved by the Government of the Russian Federation, which included the 
development of new standards for general secondary education, primary, secondary and higher vocational 
education, the introduction of a multi-talent system for assessing students' knowledge, support for the 
Bologna Convention by education, the introduction of the Unified State Exam. 

US air strikes against Iraq: December 16-19. 


1999 


The gradual increase in world energy prices, which triggered the growth of the Russian economy, 
continued until August 2008. 

The conduct of the US and NATO military operation in Yugoslavia, aimed at protecting the Albanian 
enclave in Kosovo. 

The beginning of the second war in Chechnya: September 30. 

Meeting B.N. Yeltsin and B. Clinton in Istanbul: November 18. 

B.N's resignation. Yeltsin from the post of President of Russia: December 31. 


2000 


Election of the official receiver of Boris B.N. Yeltsyn - V.V. Putin: March 26th. 

B. Clinton's visit to Russia: June 3-5. 

The death of the Kursk submarine: August 12. 

Meeting V.V. Putin and B. Clinton in the United States. Adoption of the Joint Statement "Initiative for 
Cooperation in the Sphere of Strategic Stability": September 6. 

The beginning of a gradual increase in film production in Russia. 


2001 


US President becomes George Bush Jr.: January 20. 
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The first meeting (Ljubljana) of the US President George W. Bush. and the President of Russia 

V.V. Putin: June 16th. 

Aviation attacks in New York and Washington: September 11. 

The US starts the war in Afghanistan: October 7. 

Visit of V.V. Putin in the US: November. 

The concept "Modernization of Russian education for the period until 2010": December 29. 

The tangible growth in production of Russian television series and television films began (from fifty in 2001 
to three hundred by the beginning of the second decade of the 21st century). 

Thanks to the financial support of the state, the number of films gradually increased (although many 

of them practically did not go to the rental because of their low commercial potential and / or quality), 
made for cinemas. As a result, since the beginning of the 21st century, film production has grown about 
three times compared to 2000. 


2002 


Visit of US President George W. Bush. to Russia: May 23-26. 

Creation of the NATO-Russia Council: May 28. 

Denunciation of the US treaty on the limitation of anti-missile defense: June 13. 

Capture of hostages by Chechen terrorists in the House of Culture during the musical performance 
"Nord-Ost" in Moscow: October 23-26. 

Visit of US President George W. Bush. to Russia: November. 


2003 


The US starts the war in Iraq: March 20. 

Visit of US President George W. Bush to Russia: May 31 - June 1. 

The signing of the Bologna Convention on Education by Russia: September. 
The meeting of George W. Bush. and V.V. Putin in the US: September 26-27. 


2004 


The Minister of Education and Science of the Russian Federation appointed A.A. Fursenko: 9 March. 
During his leadership, the development of new standards for general secondary education, primary, 
secondary and higher professional education, support for the Bologna Convention on Education and the 
Unified State Examination (USE) was continued. 

Capture of hostages by Chechen terrorists to the school in Beslan: September 1-3. 

The first official visit of Russian President V.V. Putin in the US: November 13-16. 

The victory of the "Orange Revolution" in Ukraine: November-December. 

Election of the pro-American V.A. Yushchenko: December 26. 


2005 


Meeting Presidents George W. Bush. and V.V. Putin in Bratislava: February 24. 

Terror acts in the London Underground: July 7. 

Iran's resumption of the uranium enrichment program and the rejection of negotiations with the EU. 
The beginning of the "Iran crisis": August 8. 

Meeting Presidents George W. Bush. and V.V. Putin in the United States: September 16. 

Resolution of the Government of the Russian Federation No. 803 "On the Federal Targeted Program 
for the Development of Education for 2006-2010": December 23. 


2006 


"Gas crisis" between Russia and Ukraine: January 1-4. 

Statement of the President of Russia V.V. Putin on the end of the counter-terrorist operation in Chechnya: 
January. 

US Vice President R. Cheney in his speech accuses Russia of using its natural resources as a foreign-policy 
weapon of pressure, of Russia's violation of human rights and of its destructive actions in the international 
arena: on May 4. 

The G8 summit in St. Petersburg: July 14-17. 

Federal Law "On Information, Information Technologies and Information Protection" No. 149-FZ: July 27. 


2007 


Political conflict between the US and Russia over the US intention to deploy a missile defense system in 
Poland and the Czech Republic. 

Statement by US Secretary of Defense Robert Gates that the US "should have been prepared for a possible 
armed conflict with Russia": February 8. 

Speech V.V. Putin at the Conference on World Security in Munich, sharply criticizing US foreign policy: 
February 10. 

Signature of V.V. Putin's decree "On the suspension by the Russian Federation of the Treaty on 
Conventional Arms in Europe: July 14. 


2008 


Dmitry Medvedev was elected President of Russia: March 2. 

The meeting of George W. Bush. and V.V. Putin in Sochi: April 5-6. 

World oil prices reach a new peak - over 140 dollars per barrel: July. 

Armed conflict between Georgia and Russia, connected with South Ossetia and Abkhazia: August 8-16. 
The fall of world oil prices (4.6 times, first to $ 100 per barrel, and then lower - to $ 30), the collapse of 
the key credit and banking consortiums of the United States as the beginning of the worst economic crisis 
since the 1930s, especially tangible in the dependent on oil exports to the Russian economy: 
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August-December. 
A sharp fall in the rouble's exchange rate against world currencies: August-December. 


2009 


US President becomes B. Obama, the beginning of a "reset" of US-Russian relations: January 20. 
Another "gas crisis" between Russia and Ukraine: January. 

World oil prices rise to $ 70 per barrel: June. 

The first visit of US President Barack Obama to Moscow, his meeting with Russian President Dmitry 
Medvedev. Medvedev and Prime Minister V.V. By Putin: July 6-7. 

US President Barack Obama announces the cancellation of the US decision to deploy anti-missile defense 
systems in Poland and the Czech Republic: September. 


2010 


The President of Ukraine was V.F. Yanukovych: February 25th. 
The signing by President of the United States of America B. Obama and President of the Russian 
Federation D.A. Medvedev treaty on the limitation of nuclear weapons: April 8. 


2011 


Turns and uprisings in the Middle East and North Africa (Egypt, Tunisia, Libya). 

Resolution of the Government of the Russian Federation No. 61 "On the Federal Targeted Program for the 
Development of Education for 2011-2015": February 7. 

The beginning of the first mass protest actions of the Russian opposition: from December 4. 

Federal Law of the Russian Federation No. 436-FZ "On protecting children from information that is harmful 
to their health and development": December 29 (entered into force on September 1, 2012). 


2012 


2013 


President V.V. Putin: May 7th. 

The Prime Minister appointed D.A. Medvedev. 

Minister of Education and Science of the Russian Federation appointed D.V. Livanov: May 21st. 

In his post, D.V. Livanov (through the introduction of annual monitoring of HEIs) carried out a broad 
company of reducing the number of higher education institutions in Russia, tried to combat plagiarism in the 
scientific sphere and advocated the introduction of scientometric indicators of the activity of university 
teachers and researchers. With him continued a permanent change in university standards. 

Federal Law No. 139-FZ "On Amending the Federal Law" On Protection of Children from Information 
Harmful to their Health and Development "and Certain Legislative Acts of the Russian Federation on the 
Limitation of Access to Illegal Information on the Internet": July 28. 

Renunciation of Pope Benedict XVI from the throne: February. 

The beginning of broadcasting of Public TV of Russia: since May, 19th. 

The beginning of street protests and armed clashes in Kiev: from November 21. 


2014 


Winter Olympic Games in Sochi: February 7-23. 

The actual removal from power of Ukrainian President Viktor Yanukovych: February 22. 

Accession of the Crimea to Russia: March 1. 

The inauguration of the President of Ukraine P.A. Poroshenko: June 7th. 

The beginning of the military conflict in the Donbass: since April. 

The beginning of the sanctions of the West (in response to the events in the Crimea and the East of Ukraine) 
against the Russian Federation: since March. 

The beginning of Russia's response to the West: March 20. 

Amendments and additions to Federal Law No. 53 "On the State Language of the Russian Federation" 
(of June 1, 2005): May 5 (the introduction of amendments and additions to the force from July 1). 
The beginning of Russia's response food sanctions against the West: August 6. 


2015 


Establishment of the Eurasian Economic Union: January 1. 

Resolution of the Government of the Russian Federation No. 497 "On the Federal Target Program 

for the Development of Education for 2016-2020": May 23. 

The beginning of the Russian military operation in Syria: September 30. 

Crisis of relations between Russia and Turkey over the shot down of Russian military aircraft Su-24 on the 
border of Syria and Turkey: from November 24. 


2016 


Results of the referendum in the UK: the British voted for the country's withdrawal from the EU (Brexit): 
June 23. 

Attempt of military coup in Turkey: July 15-16. 

The Minister of Education and Science of the Russian Federation appointed O.Y. Vasylieva: on August, 19. 
D. Trump election as US President: November 8. 


2017 


Official inauguration of US President D. Trump: January 20. 

Decree of the Government of the Russian Federation “On the Government Commission for state cultural 
policy ": July 10. 

D. Trump’s signing of the law providing for the introduction of additional sanctions against Russia: August 2. 
Continuation of the military operation of the Russian Federation in Syria. 


2018 


The incident with the poisoning of the former British spy S. Skrypal and his daughter in Salisbury (who led 
then to the new series of anti-Russian sanctions by the UK, USA and the EU) - March 4. 
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V.V. Putin reelected as President of the Russian Federation - March 18 

The division of the Ministry of Education and Science of the Russian Federation into two separate ministries - 
The Ministry of Education of the Russian Federation and the Ministry of Science and Higher Education 

of the Russian Federation - May 15. 

The first full-format meeting of the presidents of the USA (D. Trump) and Russia (V. Putin) in Finland 

July 16. 

New anti-Russian sanctions from the United States - August 27. 

The raising the retirement age in Russia — September. 

Continuation of the military operation of the Russian Federation in Syria. 


Russian audiovisual texts of 1992-2018 on the subject of the school and 
university, unlike Soviet times, were no longer controlled by the state, and 
therefore could not coincide in their tasks with the main lines of state policy in the 
educational sphere, which officially supported: 

- combination of private and public property of educational institutions; 

- modernization of the education system, introduction of new information 
technologies, distance education; 

- development and implementation of new standards for all educational 
levels; 

- introduction of a multi-point system for assessing students’ knowledge; 

- development of normative per capita financing for general secondary 
education; 

- The Bologna Convention on Education, 

- Unified state examination in schools; 

- reducing the number of "inefficient" universities; 

- the fight against plagiarism and poor scientific research; 

- fighting corruption in educational institutions; 

- Introduction scientometric indicators of the activity of university teachers 
and researchers. 

The degree of influence of these official trends on films about the school and 
university, as reality showed, was indirect. Certainly, in a number of 
cinematographs, the activity of private schools was shown, on the screens 
(especially in the tapes of the 21st century), modern computers appeared in the 
classrooms, sometimes in the dialogue of films there could be talk about the 
Unified State Exam and plagiarism. From time to time there were film episodes 
related to pedagogical corruption. However, in general, films about the school and 
university were not concentrated on the educational process, but on the 
interpersonal and love relationships of the main characters. 

How does the knowledge of real historical events of a particular period help 
to understand the given media texts, examples of historical references in these 
media texts ? 

Of course, the knowledge of historical events helps to understand post- 
Soviet films on the topic of school and university. For example, the analysis of the 
political and socio-cultural situation of the last years of the Stalinist regime allows 
for a better understanding of the author's concept and the plot of the drama What a 
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wonderful game (1995), and the knowledge of the historical events of the 1980s- 
1990s gives the key to understanding the film by S. Soloviev Tender Age"(2000). 
A lot of historical references are contained in such films as The Disappeared 
Empire (2007); Hipsters (2008); The Institute of Noble Maidens (2010-2011); 
Private Pioneers’ (2012); Dolly Sheep was angry and died early (2014), I am a 
teacher (2015), and others. 

2. Socio-cultural, ideological, ideological, religious context (dominant 
concepts: media agencies, media / media categories, media representations and 
media audience). 

Ideology, directions, goals, objectives, world outlook, the concepts of the 
authors of these media texts in the socio-cultural context; ideology, culture of the 
world, depicted in media texts. 

In the post-Soviet era, communist ideology (including anti-capitalist theory 
of socialist realism) and atheism in Russia lost their dominant positions (although 
the communist faction throughout the post-Soviet years occupied dozens of seats in 
the State Duma), and cinematography was deprived of censorship. Therefore 
(especially before the entry into force in 2012 of the Federal Law No. 139-FZ "On 
Amending the Federal Law "On the Protection of Children from Information 
Harmful to their Health and Development" and certain legislative acts of the 
Russian Federation on the issue of restricting access to unlawful information in the 
Internet "and changes and amendments to Federal Law No. 53" On the State 
Language of the Russian Federation"(2005) — from July 1, 2014) in films on the 
school-student topic, one could find an abundance of sexual scenes (Physics or 
Chemistry, 2011), and obscene vocabulary (Everyone will die, but I'll stay, 2008). 
The world view of the authors of many media texts about the school and university 
was extremely tolerant of such factors perceived in the Soviet negatively as 
egoism, snobbery, greed, lies, domination based on threats, physical violence, 
teenage sexual relations, smoking, drinking (and in some cases — even light drugs 
(see, for example, the series Physics or Chemistry), etc. Wealth, sexual pleasure 
and entertainment largely determined the culture of the world depicted in Russian 
media texts about shool and the university of the XXI century (School number 1, 
2007; Barvikha, 2009; Golden, 2011; Physics or Chemistry, 2011; Teacher of 
Physical Education, 2014-2017; Philological Faculty, 2017 and others.). 

The world view of the characters of the "school world", depicted in media 
texts 

In general, the world view of the characters of audiovisual media texts on 
the theme of the post-Soviet school and university was optimistic (although in 
many cases directed to the world of entertainment and sex), however, pessimism 
often arose due to feelings of loneliness, poverty, hopelessness and hopelessness of 
life, professional " (Teacher in Law, 2007; Everyone Dies and I'll Stay, 2008; The 
Roof, 2009; School, 2010; Physics or Chemistry, 2011; Teacher's Day, 2012; 
Geographer Burned the Globe, 2013; And the balloon will return, 2013; 
Correction Class, 2014, I will not return, 2014; Clinch, 2015; Teacher, 2015, 
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Pupil, 2016, etc.). Among the characters (schoolchildren, students and teachers), 
bright personalities still stood out, but they were much less inclined to meditation 
and doubt, but were ready for active actions on the "love front" (Hipsters, 2008; 
Barvikha, 2009; Golden, 2011; Physics or Chemistry, 2011; Teachers, 2014; 
Beloved Teacher, 2016; Freshman, 2016, etc. 

At the same time, a small number of films were filmed on the school and 
university topic, which largely inherited the traditions of Soviet cinema, where the 
"old-fashioned" hierarchy of values dominated (diligence, honesty, willingness to 
help good or backsliding people): Simple Trues (1999-2003); The Disappeared 
Empire (2007); The Adult Life of the Girl by Polina Subbotina (2008), Private 
Pioneers’ (2012); The Mother's Diary of the First-grader (2014); Dolly Sheep was 
angry and died early (2014); Village Teacher (2015), Ghost (2015); Good Boy 
(2016); To Save Pushkin (2017), etc. 

Structure and methods of narration in these media texts (dominant concepts: 
media / media categories, media technologies, media languages, media 
representations ) 

Schematically structure, plot, representativeness, ethics, features of genre 
modification, iconography, character characters of audiovisual media texts of 
school and university subjects of the post-Soviet era can be represented as follows: 

- the place and time of the action of media texts. The main place of action: 
classes, auditoriums, corridors, yards, apartments, private mansions; The duration 
of the action is mostly (if not retro) the year of filming of a particular film; 

- the environment, everyday objects typical for these media: the furnishings 
and objects of everyday life of films sometimes remain, as in the Soviet times, 
modest, but more and more often elitist educational institutions, apartments and 
houses of the provided layers of society are shown (Barvikha, 2009; Golden, 2011; 
Physics or Chemistry, 2011; Closed School, 2011-2012; Teachers, 2014, etc.); 

- genre modifications of school and university subjects: comedy, drama, 
melodrama; 

- (stereotypical) methods of depicting reality: positive characters rarely 
show up in an idealized version, and negative ones too, as a rule, are presented 
ambiguously, although there are relapses from times of socialist realism. 

Typology of characters (character traits, clothing, physique, vocabulary, 
facial expressions, character gestures, the presence or absence of a stereotypical 
manner of representing the characters in these media texts): 

- the age of the characters: the age of schoolchildren is in the range of 7-17 
years, however, there are more frequent characters-senior pupils; the age of 
students is generally in the range of 18 to 25 years; the age of the remaining 
characters (teachers, teachers, parents, grandparents, etc.) can be any, but adults up 
to the age of 60 prevail; 

- level of education: for schoolchildren and students corresponds to the class 
and course of study, teachers presumably graduated from universities, the 
formation of other characters can be of any level; 
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- social status, profession: the financial situation of students is highly 
differentiated, they can be both from poor families, from families of businessmen, 
rich officials. The professions of their parents are in a fairly diverse range. 

- the marital status of the characters: schoolchildren, naturally, are not 
bound by marriage; students in general are also not in a hurry to get married; adult 
characters are mostly married; but teachers, on the contrary, are lonely (the latter is 
increasingly becoming an occasion for plot twists connected with the loving 
relationships of teachers / teachers with students); 

- appearance, clothes, physique of characters, features of their characters, 
vocabulary: the appearance of the characters of schoolchildren and students in the 
films of the post-Soviet period is beyond the strict framework. This can be a form 
of elite private educational institution, and free clothing. 

A shot from the film School (2010) gives an idea of the appearance, clothes, 
and physique of post-Soviet schoolchildren. 


School (2010) 


Schoolchildren and students in the Russian films of 1992-2018, unlike 
similar characters of Soviet films, speak with the help of rough slang, sometimes 
even obscene vocabulary, although, of course, there are films where it does not 
exist, or almost none (for example, Private pioneers’, 2012). 

Teachers from the films of the post-Soviet era, as a rule, are no longer 
intellectuals; the respectful distance between them and the students is practically 
broken (this was especially evident in such films as School (2010); Physics or 
Chemistry (2011); Geographer Burned the Globe, 2013; Teachers (2014); Clinch 
(2015); Teacher (2015); Beloved Teacher (2016); Teacher of physical education 
(2014-2017); Good Boy (2016), etc. But now they can already afford many (free) 
liberties in their clothes. 

A shot from the film Physics or Chemistry (2011) reflects the appearance, 
clothes, physique of the characters-educators of the post-Soviet years. 


120 


Physics or Chemistry (2011) 


A significant change in the life of media characters and the problem that has 
arisen (a violation of the usual life): 

Option number 1: among the characters, schoolchildren / students living a 
normal life, are those who for some reason do not fit into the standard framework 
of interpersonal communication and learning process, that is: 

- try to dominate, subordinate students to themselves, while acting with cruel 
methods (Teacher in Law, 2007; Barvikha, 2009; Golden, 2011; Physics or 
Chemistry, 2011, etc.); 

- stand out among other students with their eccentricity (both with a plus 
sign and with a minus sign) and because of what they come into conflict with the 
class and / or teachers (School, 2010; Physics or Chemistry, 2011; Correction 
Class, 2014; Pupil, 2016, etc.); 

- fall in love (Rypkina's Love, 1993;  Let’s Make love, 2002; The 
Disappeared Empire, 2007; School No. 1, 2007; Hipsters, 2008; Barvikha, 2009; 
Children under 16 ... (2010); Golden, 2011; Physics or Chemistry, 2011; Private 
Pioneers’, 2012; Geographer Burned the Globe, 2013; Dolly the Sheep was angry 
and died early; 14+, 2015; Beloved teacher, 2016; Philological Faculty, 2017, 
etc.); 

Option number 2: among ordinary characters-teachers, there are non- 
ordinary — those who also do not fit into the standard school framework, that is, 
they try: 

- to resist outdated and / or, from their point of view, incorrect methods of 
the director and / or teaching staff and come into conflict with him / them (Physics 
or Chemistry, 2011; Teacher of Physical Education, 2014-2017; Village teacher, 
2015 and other); 

- Establish a particularly trusting relationship with students, although 
sometimes it is very difficult (Simple Truths, 1999-2003; Teacher in Law, 2007; 
The Adult Life of the Girl by Polina Subbotina, 2008; School, 2010; Physics or 
chemistry, 2011; Geographer Burned the globe , 2013; Teachers, 2014; Teacher 
of Physical Education, 2014-2017; Village teacher, 2015; Teacher, 2015; Beloved 
Teacher, 2016; Pupil, 2016; Good Boy , 2016; To Save Pushkin, 2017, etc.). 

Solution of the problem: 

Option number | (student): 
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- "correct" characters (schoolchildren, students, teachers, teachers, parents, 
adult acquaintances) return individual and / or loving students to ordinary life by 
individual and joint efforts (Teacher in Law, 2007; Teacher, 2015, etc.); 

- non-standard students remain with their beliefs, because they do not 
succumb to pedagogical / parental influences (Touched, 2005; Everyone will die 
and I'll stay, 2008; Hipsters, 2008; Yulenka, 2008; Barvikha, 2009; School, 2010; 
Golden, 2011; Physics or Chemistry, 2011; Correction Class, 2014; Pupil, 2016, 
etc.); 

Option number 2 (pedagogical): 

- Unconventional teachers gain a victory (Teacher in Law, 2007; The Adult 
Life of the Girl by Polina Subbotina, 2008; Teachers, 2014; Village Teacher, 2015, 
etc.); 

- the result of the relationship of teachers with students is ambiguous ... 
(School, 2010; Physics or Chemistry, 2011, Geographer Burned the Globe, 2013; 
Teacher of Physical Education, 2014, Teacher, 2015; Student, 2016; Good Boy, 
2016, etc.). 

As for the gender aspect of the school-university theme, but like the last 
decades of the USSR, in the Russian cinematography among the teachers / teachers 
the dominant are women, increasingly single and / or uncomfortable (School, 2010; 
Physics or Chemistry, 2011; Teacher, 2015; Pupil, 2016; Good Boy, 2016, etc.). 


Case study: The series Physics or Chemistry: hermeneutic analysis of media text 


Ideology of authors in the socio-cultural context 

The main authors of any cinematic text are directors and screenwriters. 
However, in the case of the Russian series on the school topic Physics or 
Chemistry (2011), they were not independent creators of media texts, since this 
work was a remake of the same successful Spanish series Physics or Chemistry 
(Fisica o quimica, 2008-2011). The spirit of tolerance and political correctness of 
the media culture of the European Union of the 21st century, that is, a benevolent 
attitude toward uninhibited behavior and sexual relations (including homosexual) 
between schoolchildren of 16-17 years of age, condescension to use by minors, 
students and teachers of light drugs, etc. A special emphasis was placed on the 
friendly interpretation of sexual relations between a teacher and a high school 
student who had reached the age of sexual consent. Let us not forget that as of 
August 2017 the age of sexual consent in Germany and Italy came from 14 years, 
in France — from 15 years, in Spain — from 16 years. However, at the time of the 
release of the Spanish series Physics or Chemistry / Fisica o quimica (2008-2011), 
there was still the most liberal approach in Europe to the age of sexual consent — 
from the age of 13 (in July 2015 it was raised to 16 years) (Age ..., 2017). In 
Russia, "the age of sexual consent" comes from age 16 (Age ..., 2017), but 
apparently wanting to avoid attacks of retrogrades, the creators of the series 


122 


Physics or Chemistry insured: all the roles of high school students were performed 
by actors who in 2011 were from 21 years to 25 years. 

In connection with the armed conflict in Ukraine, which began in 2014, the 
official Russian ideology of 2014-2018 is in many respects in conflict with the 
ideological vector of the European Union. However, at the time of filming (2010- 
2011) and the release of the television version (August-September 2011) of the 
Russian version of the series Physics or Chemistry Russia, in spite of the South 
Ossetian conflict with Georgia in 2008, could to some extent be considered inertial 
(especially with regard to the western-oriented education system) within the 
framework of adherence to "European values”. 

Market conditions that contributed to the concept, the process of creating 
media text 

Since the early 1990s, the Russian media culture has experienced significant 
influences from Western standards. For example, on TV, formats such as talk 
shows and sitcoms have become common. A dramatic increase in the number of 
tangible commercials in the 21st century has caused TV _ producers to 
understandably wish to produce remakes, that is, transplant successful Western 
series on Russian soil, including the Spanish Physics or Chemistry / Fisica o 
quimica (2008-2011). 

Structure and methods of narration in the media text 

Schematically structure, plot, representativeness, ethics, features of genre 
modification, iconography, character characters can be represented as follows: 

Historical period, the scene: Moscow 2010 - 2011. 

Conditions, household items: school classes, gymnasium, library, swimming 
pool, corridors, director's office, city streets, living rooms. The school (and its 
equipment), the characters’ apartments look very modern. All teachers and 
schoolchildren have mobile phones. 

Methods of depicting the reality: ambivalent attitude in relation to almost all 
the characters, without a rigid division into "positive" and "negative." In the series, 
almost every more or less significant character has his own storyline. The visual 
and sound series are constructed without any creative frills, which is typical for the 
vast majority of serials. 

Characters, their values, ideas, clothing, physique, vocabulary, facial 
expressions, gestures: Characters dressed in 2010-2011 fashion — bright, bold: no 
school uniforms and strict suits. Teachers can afford deep neckline and free 
hairstyles. Students — tattoos, active facial expressions, gestures and abusive 
vocabulary (however, never turning to obscene expressions: the series on the 
channel STS was in prime time). The head teacher together with another teacher 
smokes in the toilet. One of the teachers (though outside the school) uses light 
drugs and is not going to give it up. 10th grade students are also indulging in drugs: 
“The relations of parents and pupils in the first series are boldly presented: the 
mother recommends that her son carefully check the pockets of his trousers before 
washing, so that he does not accidentally wash the dope-grass lying there” 
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(Sputnitskaya, 2016, p. 64). In the classroom, teachers and schoolchildren willingly 
discuss topics of sex, same-sex love, pedophilia, drugs, and suicide. One of the 
characters-schoolchildren constantly allows himself in the classroom dirty jokes 
and racist remarks about the Chinese classmate. Almost all the characters (adults 
and schoolchildren) are active users of media technology: “space for mastering the 
lessons of Physics or Chemistry — the Internet, pages in ... social networks, virtual 
diaries that have become a continuation of the genre of school chronicles, 
songbooks, exercise books” (Sputnitskaya, 2011). We remember that in one of the 
relatively recent French films about the school the main conflict of the plot flared 
up around the erotic photo of the teacher sent to the director. In the Russian TV 
series Physics or Chemistry, the tenth-graders who mastered the media equipment 
send photomontages to all their teachers, where they appear in the nude, but this 
only causes good understanding smiles and comments from the teaching staff and 
has no influence on the development of the subsequent plot of the series. 

A significant change in the life of the characters: each of the characters has a 
key change in his life (among teachers: the difficulties of professional adaptation in 
school, the betrayal of his wife, the fight, sexual intercourse with a minor, 
accusation of pedophilia, etc., in the tenth grade: a sexual relationship with the 
teacher, death of parents, drug overdose, suicide, racist insult, open confession in 
their unconventional sexual orientation, etc.). 

The problem that arose: the choice of a strategy for later life, love 
experiences. 

The search for a solution to the problem: an attempt to defend your life 
choices, struggle for your love. 

Solving the problem: due to the fact that the series was planned to be 
continued, the plot lines of the characters are not fully completed, although many 
conflicts are being resolved (in particular, conflicts based on racism, drug 
addiction, intimate communication between the teacher and the tenth grade 
student, etc.). 

Historical Context. What media text tells us about the period of its creation? 
When was the premiere of this media text? How did the events of that time 
affect the media text? The premiere of the series Chemistry or Physics was held on 
the channel STS in August-September 2011. The film was shot shortly before the 
Russian-Western sanctions conflict over Ukraine (which began in 2014), when 
certain pro-Western tendencies were still felt at the official level (including the 
organization of the educational process). The strongest influence on the series 
Physics or Chemistry was the original plot of the Spanish TV series Fisica o 

quimica (2008-2011) with the same name (Cappelletto, 2017; Guarinos, 2009). 
How does the media text comment on the events of the day? Does 
knowledge of historical events help understand the media text? How does 
understanding these events enrich our understanding of media text? The series 
Physics or Chemistry (perhaps due to excessive adherence to the Spanish original) 
is far from commenting on Russia's political and economic problems of the 21st 
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century. There are also many hotly debated school problems here (excessive 
bureaucratization of the management and reporting apparatus, overload of teachers, 
corruption, etc.). Focused primarily on the love story lines, the series in the course 
of the case touches on such acute for the society (including the school) topics like 
teenage suicide, drug addiction, racism, sexual relations, homosexuality and 
homophobia. 

Cultural context. How the media text reflects, strengthens, inspires, or 
shapes cultural attitudes, values, behavior, concerns, myths. The series Physics or 
Chemistry clearly seeks to reflect, strengthen, form the Western cultural values that 
are peculiar to the media culture of the countries of the European Union: free, 
sometimes very free (including sexual) relations between people (including 
teachers and high school students), tolerance towards people of other races and 
sexual orientation (Ramirez Alvarado & Cobo Duran, 2013), tolerance towards 
extravagant behavior. 

World view. What kind of world is depicted in the media text? What is the 
culture of this world? What do we know about the people of this world? Are the 
characters represented in a stereotyped manner? What does this representation 
tell us about the cultural stereotype of this group? The series Physics or 
Chemistry depicts a world intentionally isolated by the authors from real political 
and economic life, but completely immersed in the world of love and other 
interpersonal relations (the themes of racism, suicide, homosexuality are also 
touched upon). People inhabiting this world are represented in a dualistic manner: 
in one or another proportion, positive and negative traits are mixed in them. No 
one character, even the most sneaky at first glance, is not built in a stereotypically 
negative way, “Nevertheless, the assortment of the stories of the youth series as 
such have been stabilized for the time being, and the generation of new units is 
possible within the existing material: each story is also quite original (Has a wide 
range of variability, gives space for repeated creativity), and is predictable” 
(Sputnitskaya, 2011). 

What worldview represents this world - optimistic or pessimistic? Are the 
characters of this media text happy? Do the characters of this media text have a 
chance to be happy? Are the characters able to control their own destinies? 
Despite numerous acute interpersonal conflicts, the world of Physics or Chemistry 
is rather optimistic. Characters want to be (each in their own way) happy, although 
not all of them are able to control their own destiny. 

What is the hierarchy of values according to this worldview? What values 
can be found in the media text? What values are embodied in the characters? The 
main values of the characters of the film: love, tolerance, friendship. However, 
each of the characters interprets these values in their own interests. For example, 
for the tenth grade Igor (partly copied from the main negative character Dear 
Elena Sergeevna by E. Ryazanov), love and friendship are a domination linked 
with the joint use of drugs, the organization of sexual orgies, etc. By the way, he is 
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also a racist! And all this does not stop the authors from being tolerant to him and 
from time to time make him a little bit positive. 

What does it mean to have success in this world? How does a person 
succeed in this world? What behavior is rewarded in this in the world? In Physics 
or Chemistry we are talking about the values of material (for example, Rita's tenth 
grade student after the death of her parents gets a rich inheritance), but the main 
understanding of the characters about success is their love and other (including 
professional) self-realization. In this world those characters are rewarded who are 
not afraid to tell others about their love affairs (even if they are the liaisons of a 
teacher and a seventeen-year-old student), about non-traditional orientation and 
commitment to light drugs. 

At one time, the appearance of a very modest sex scene in V. Pichul's youth 
drama Little Vera (1988) caused a storm of indignation from the cinematography 
and the conservative part of the audience, the film was hotly debated by 
professional criticism and became a real event of the year. However, in Physics or 
Chemistry (2011) neither the authorities nor the spectators were particularly 
shocked, although there were more bold scenes (including the orgy of high school 
students and homosexuality). Professional film criticism on Physics or Chemistry 
reacted sluggishly. In fact, in addition to one review in the magazine Cinema Art 
(Sputnitskaya, 2011), there were no other serious professional debates. 

Thus, the tolerant "European format" of the series Physics or Chemistry was 
planted in already prepared soil, and, unlike the harsh films of Valeria Gay 
Germanika Everyone Dies and I Stay and School (2010), it did not become the 
focus of protracted media discussions. At the same time, the TV series Physics or 
Chemistry clearly and unequivocally marked the pro-Western orientation of 
approaches to the school theme: 

- a benevolent attitude towards the relaxed behavior and sexual relations (including 
homosexual) between schoolchildren aged 16-17 (and even between the teacher 
and the student); 

- leniency towards consumption by under-age students and teachers of light drugs, 
ete 3 

- the authors' ambivalent attitude to almost all the characters, even to those who, a 
few years ago, would be considered negative in all canons; 

- the main perceptions of the characters about success are their love and other 
(including professional) self-realization, and characters are rewarded in this world 
who are not afraid to tell others about their love relationships (even if they are the 
affairs of the teacher and the seventeen-year-old student), non-traditional 
orientation and addiction to light drugs. 

In general, the series Physics or Chemistry became a vivid evidence of 
significant changes in social and media ideas about the school, schoolchildren and 
teachers that occurred in Russia in the 21st century. 
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Case study: The series “Sparta” (2015): hermeneutic analysis of media text 


The plot of the series Sparta, alas, "has many painful contacts with reality. 
Remember scandals with pedophilia in a prestigious Moscow school, with the 
beating of teachers in a Siberian school? And, of course, an extremely dangerous 
phenomenon - the power of gadgets and computer games over schoolchildren, 
which leads to painful dependence and even to the incidents when children-game 
addicted killed their parents who tried to take away the smartphone?" [Nikitin, 
2018]. That said, by no means these problems are exclusively the Russian ones, on 
the contrary, they are quite typical situations worldwide [Arriaga, 2011; Bartholow 
et al., 2006; Carnagey et al., 2007; Freedman 2002; Keegan 2002]. 

The series Sparta were finished at the end of 2015, however, for unknown 
reasons, they were only released on Channel One in July 2018, scheduled around 
midnight and R-rated, and here, probably, B. Nikitin is right, arguing that this is 
not the best way to reach the target audience, after all, "Sparta is about school, and 
it is the case when the series should primarily be watched by high school students. 
A strange policy: some nasty vulgarity is sometimes programmed at prime time, 
however something worth seeing is timidly postponed till midnight" [Nikitin, 
2018]. Of course, the puritans can immediately reproach B. Nikitin that in his 
judgment he took off table the scenes of violence and sex shown in the series, and 
to be fair, it should be noted that the late broadcast of Sparta on television was 
immediately leveled by its universal Internet availability. 

Curiously, the leading Russian film critics, who usually willingly respond to 
any more or less noticeable premiere broadcasts, this time almost ignored Sparta, 
leaving room for young, not so eminent journalists to write about it. And the latter, 
being experts in modern virtual reality, immediately found fault with technological 
backwardness of the series, built on the junction of the detective investigation into 
the death of a schoolteacher and episodes of a violent computer game, which high 
school students are passionate about: 

Sparta has disgusting cheap graphics, there neither a plot, nor purpose and 
logic, there is no novelty, no high-tech, GameDevs in the series are portrayed as 
30-40-year-old businessmen in suits, and the authors are not at all familiar with the 
term "game-service", which the project, in fact, claims" [Parfenenkov, 2018]. 

"The computer game, which is the final part of each series devoted to, looks 
so far the weakest link in this generally interesting series. Its graphics is 
outspokenly far from the high level, lagging behind the well-known high-budget 
movies of this type and real video games" [Tokmasheva, 2018]. 

Moreover, some opponents of the series, due to the obsession of teenage 
characters with a computer game with no rules, have made it, in my opinion, a 
quite simplified conclusion that Sparta is "a vivid example of how its authors tried 
to go with their conscience, but in the result ceded under the pressure of the 
television channel's executives and the key audience. The series aims to point out 
really important and relevant topics, but immediately nullifies all its efforts, 
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choosing an easy path of "bad video games" instead of focusing on real problems 
of domestic violence and school bullying. And the show does so without any 
investigation or interest in the subject itself - guided only by the most superficial 
knowledge and, again, negative public opinion. What they ended up with is the 
worthless propaganda about the harm of videogames, once again feeding the 
audience with a false idea of the main entertainment of the 21st century" 
[Parfenenkov, 2018]. 

In a certain sense it can be argued that "Yegor Baranov brings charges 
against the very world of computer entertainment, which has now become a 
powerful industry and forms a very specific psychological dependence deforming 
the personality of any gamer — regardless of age, gender, nationality and education. 
To be honest, it's scary to watch how a whole class of bright personalities turns 
into a manipulated sect" [IIchenko, 2018]. In addition, following in the footsteps of 
prominent Soviet and post-Soviet films about school (one of the most striking 
examples is Scarecrow by R. Bykov), Sparta tackles the problem of group 
harassment, which is increasingly accompanied by Internet-bullying: "it all can get 
started with one comment and then add such details that even an adult person will 
feel desperate. It is sometimes impossible to stop collective harassment at once, 
which leads to negative consequences" [Narushevich, 2018]. 

However, the authors' message seems to be much broader than another 

statement of the negative influence of bullying and violent computer games on 
adolescents: in the center of the plot is the modern "Verkhovensky or Raskolnikov, 
he is a convinced eugenic, social Darwinist: weak and sick must be eliminated, 
only strong ones have rights, only they are allowed to do whatever. And he 
infected his classmates with this idea. When the teacher realized that something 
terrible is happening with the class, and began to fight, she was harassed and 
actually killed. The film shows how seemingly good guys imperceptibly turn into 
sadists. And all because the Fiihrer was found, who brought them a new game and 
fascinated with his "theories" [Nikitin, 2018]. This school's "Fiihrer" is backed up 
by businessmen, who will do anything for profit. In the film, a violent virtual game 
is built into the school curriculum, and "it is possible that it was integrated in the 
educational process as part of the IT course in order to control the consciousness of 
adolescents - cruel, addictive, unpredictable, emotional and willing to do whatever 
it takes to achieve their goals" [Ivanov, 2018]. 
Location, historical, cultural, political, and ideological contexts. Features of the 
historical period of creation of the media text, market conditions that contribute to 
the idea, and to the process of producing the media text, the degree of influence of 
events of that time on the media text. 

The location of Sparta is St. Petersburg of the XXI century and the virtual 
space of the computer game, the story jumps back and forth between 2015 and 
2020. However, the plot of the series is not attached to the Russian realities, and 
could occur in a different country and a different city. The authors of the film 
constantly emphasize the rhyme between the virtual space of the game without 
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rules and the social, cultural, political and ideological context devoid of norms and 
humanistic morals, in which seniors at a high school, their parents, teachers, 
policemen and the power elite are immersed. 

The conditions of the (capitalist) market (the task to create a competitive 
television product - particularly, for the evening programming, with an export 
potential, that is, the versatility of the plot), which contributed to the idea and the 
process of creating the media text, allowed the authors of Sparta to use in their 
work some relatively new for the Russian cinema trends associated with (negative) 
impact of virtual reality on schoolchildren. The latter was caused, inter alia, by the 
flow of information about the harmful impact of video games containing scenes of 
violence [Arriaga, 2011, Bartholow et al., 2006, Carnagey et al., 2007; Freedman, 
2002; Keegan, 2002, etc.] and Internet "groups of death" promoting suicides 
among adolescents [see, for example: Arkhipova et al., 2017, Milkus, 2017; 
Mursalieva, 2016, etc.]. 

Contrary to the sarcastic opinions of critics (Mitrofanov, 2018), Sparta 
(2015) is by no means a simple mix of TV series Ranetki (2008-2014) and School 
(2010). In fact, Sparta is a kind of digest of school life problems, having been 
portrayed on Russian and international screens for the last sixty years. The roots of 
Sparta's plot in the first place refer us to the Soviet films The Practical Joke (with 
the line of the A-student, the class leader as an antagonist), Other People's Letters 
(where the teacher recklessly brings her pragmatic student too close to her), 
Scarecrow and Temptation (brutal bullying of school girls), Plumbum, or the 
Dangerous Game (where a high-school graduate assumes the right to punish 
"wrong" people), Dear Elena Sergeevna (school students blackmail and harass 
their naive female teacher (2008). And the influence of modern Russian films 
School (2010) by V. Gai-Germanika, Correction Class (2014) by I. Tverdovsky 
and frivolous school context series Barvikha (2009), Golden (2011), Physics or 
Chemistry (2011) is only secondary. 

Obviously, the censorship restrictions of the Soviet period did not allow the 
authors of the films about school to get involved in graphic or erotic scenes, and 
obscene language, but Russian filmmakers quickly caught up with Western 
colleagues, for whom such episodes had long ago become the norm (The 
Blackboard Jungle, USA, 1955; High SchoolConfidential, USA, 1958; Up the 
Down Staircase, USA, 1967; Horror High, USA, 1974; Carrie, USA, 1976; 
Massacre at Central High, USA, 1976; La professoressa di scienze naturali, Italy, 
1976; La liceale seduce i professori, Italy, 1979; Class of 1984, Canada, 1982; 
Hell High, USA, 1989; Class of 1999, USA, 1990; Kids, USA, 1995; Fisica o 
quimica, Spain, 2008-2011; One Eight Seven, USA, 1997; Teaching Mrs. Tingle 
USA, 1999; Evil / Ondskan, Denmark-Sweden, 2003; Evilenko, Italy, 2004; Eléve 
libre, Belgium-France, 2008; Tormented, United Kingdom, 2009; Bad Teacher, 
United States, 2011; Hello Herman, USA, 2012, etc.). 

The line of insidious sexual blackmail of a young English teacher organized 
by high school students in Sparta has become one of the western cinematographic 
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clichés since the 1960s (Professional Risk / Les risques du metier, France, 1967. 
Private Lessons / Cours prive, France, 1986; Gross Misconduct, Australia, 1993, 
etc.). 

The violent (armed) confrontation between a teacher and a pupil/pupils has 
been frequently brought to the forefront as well (One Eight Seven, USA, 1997, The 
Last Lesson / La journee de la jupe, France — Belgium, 2008, etc). Indeed, not long 
ago the extreme Last Lesson was echoed in a ligher Russian kind of a remake - 
Schoolmarm!/Uchilka (2015). 

However, in my opinion, the concept of Sparta is the closest to the drama 
Wave/Die Welle (Germany, 2008), where the school history teacher offers high- 
school students a cruel experiment - to live several days in a totalitarian society 
based on the complete submission of the crowd to the ideology leader. Five years 
later, the American lighter version of this scenario was also produced (The 
Philosophers, USA-Indonesia, 2013), where in the situation of an imaginary 
worldwide nuclear disaster students had to decide which of them is worthy of 
surviving in an underground bunker ... 

One can agree that Sparta "is addressed to the society as a whole — complex, 
contradictory, confused. In order to, perhaps, understand the main thing. There is 
no such thing as a white lie: often, hatred and humiliation that a person had 
experienced in childhood or in adolescence determines his entire later life" 
[Kuzmina, 2018], especially if someone uses this pain, who imagines himself not a 
"trembling creature" but a superhuman capable of building a "new order" ... 

Structure and narrative techniques in the media text: 

- location and time of the media text, environment, household items: Russia, 2015- 
2020. The main locations are school classes, a gym, corridors, a school principal's 
office, apartments, offices, streets, yards; cars, abandoned factory premises, virtual 
space of computer games; 

- (stereotypical) techniques of depicting reality: lighting and sound for the most 
part emphasize an alarming and gloomy atmosphere, the set design of the school 
building itself, and camera angles that make spacious light corridors with large 
arch windows look oppressive" [Karpova, 2018], so it's not surprising that it 
gradually turns out that the vast majority of the characters are negative. 

Genre. A detective with elements of a thriller is a rare genre not only for the 
Soviet, but also for modern Russian cinema about school, but quite common for 
the western screen of the last decades. 

Typology of characters: character features, hierarchy of values, appearance, 
physique, vocabulary, facial expressions, gestures, the presence or absence of the 
stereotypical manner of representing the characters in the media text: 

- the characters' age: the students are about 17 years old. The age of other 
characters varies from 17 to 60; 

- the financial situation of the characters: most of the schoolchildren's families are 
quite well-to-do, although some of them have financial and domestic difficulties; 
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the policeman heading the investigation, does not care either about money or 
household routine; 
- the family situation of the characters: some of the students grow up in single- 
parent families, some of them have very difficult relationships with their parents; 
the protagonist-policeman recently lost his wife, who had committed suicide 
because of his infidelity; 
- appearance, clothing, physique, vocabulary, character traits. Characters are 
mostly dressed in the fashion of the end of the second decade of the 21st century, 
all students in the class are good-looking and fit, their rhetoric rarely contains rude 
expressions. Teachers (two school principals, teachers) look quite modern, but just 
like high school students, they are nervous and obviously concealing something. 

The narrative centers around two main characters. One of them is the police 
officer Kryukov, leading the investigation related to the death of the teacher, "it is 
this gloomy and sarcastic character, whose strength is worn down by the effects of 
the recent stroke (nevertheless, female characters find him attractive), turns Sparta 
into a neo film noir. ... Kryukov has the most interesting flashbacks - with sex, 
violence and death. ... Kryukov is at home among strangers - at school, in the 
morgue, in pubs, in the streets covered with graffiti. He easily moves from one 
micro-world to another, because he has no attachment to anything. He is so 
absorbed with the investigation that he sometimes forgets to take off his jacket, let 
alone to change clothes. This detail is also an allusion to film noir" [Sychev, 2018]. 
The other character is Barkovsky, an admirer of Nietzsche and Nazi ideas, he 
gradually (particularly using a violent computer game) bends to submission the 
whole class, replacing their "boring" life interests (getting a good education, 
starting a family, etc.) with the theory of selective superiority, which gives the 
right to punish and even kill ... 
- acrucial change in characters’ lives 

A new student joins the senior class at high school — a smart leader, he 
quickly wins authority (among other, by means of integrating a new computer 
game, where anything is possible). 
- arising problem: within a few months one of the students, her father (school 
principal), and finally a young teacher, are dead. The detective, who is 
investigating the last case, immediately suspects something amiss ... 
- solution to the problem: despite all the obstacles, the detective, like Hercule 
Poirot in Murder on the Orient Express, comes to an irrefutable conclusion that the 
whole class headed by the leader are guilty, and, ultimately, having lost his belief 
in justice, the detective kills him. 

Thus, by means of the hermeneutic analysis of the audiovisual media text, 
we come to the following conclusions: 

- the story of the TV-series Sparta is universal and could occur in any 
country, hence the virtual space of the game without rules is rhymed with the 
social, cultural, political and ideological context devoid of norms and humanistic 
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morals. This correlation is emphasized by a sound and visual imagery, creating a 
disturbing and gloomy atmosphere; 

- Sparta presents a kind of digest of school life problems, which have been 
featured in cinema worldwide over the last sixty years; the terrain for its creation 
had been prepared by dozens of films, touching upon the most painful aspects of 
school and, consequently, of a person's life; 

- the authors’ message is much broader than a clichéd statement against the 
negative impact of domestic violence, bullying and violent computer games on 
school students. In the center of the plot is a kind of neo-Nazi character imagining 
himself a superhuman who has the right to eliminate the weak and create an elite of 
ruthless individuals to rule the world; he is backed up by the powerful elite, who 
will do anything for profit and gaining more power. 

Conclusions. Most of the films about the school and university of the post- 
Soviet period were based on stereotypes that largely reflected the significant 
changes that occurred after the collapse of the USSR and the transition of Russia to 
the capitalist path of development. In general, the images of teachers and students 
have undergone a strong transformation. For example, many characters-students of 
Russian school-student films of the XXI century can be characterized by the old 
Russian word "mob": they (almost) lack intellect, they do not have positive life 
perspectives and interests, and "those who are not used to picking up every day and 
to fall asleep in an embrace with a bottle, in this not tragic, but hopeless world 
there is only one. First you need to trample in a disco ... then you need to kiss in 
the entranceway against indecent inscriptions, then you can ride around the area on 
a motor scooter, and in the finale ... Well, you know yourself. Probably not small!" 
(Ivanov, 2015). Another (smaller) part of the characters is the so-called "majors", 
the children of wealthy parents whose interests are also mostly sexually 
entertaining, but there is a clear life hedonistic perspective. The third group (very 
few) consists of aggressive individuals striving for total domination: "The class, as 
a community, in a state of chaos, begins to spontaneously establish its own 
understanding of the order, almost always reproducing the signs of archaic 
societies that gravitate towards" shadow "(mafia) or criminal structures. Relations 
are built and governed by the right of the strong. In relations between pupils, 
blackmail and bribery are widely used, "scapegoat" is chosen, rigid differentiation 
is established for the dominant and subordinate, almost permanently in a state of 
liminality (humiliation and deprivation of rights, lack of personal significance). 
Most often, power is captured by an informal leader, endowed with psychotypical 
signs of a charismatic, skillfully manipulating his adepts. It is such a leader that 
begins to confront the authority of the teacher, and between them a duel unfolds, 
the outcome of which is always unpredictable" (Kruglova, 2016, p.103). And, 
finally, the fourth group (also small) of school-student characters is the heirs of the 
good old Soviet cinema: smart, honest, purposeful, friendly and principled. 

As for the images of educators, in recent years there has been an increasing 
number of lonely, beggars, lost vital signs and, by and large, interest in the 
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profession (which has a very low social status), teachers and teachers who are not 
respected by students; "The authority of the teacher is extremely low and is not 
supported even at the level of formal adherence to the rules. The resource for 
managing the process of mastering knowledge appears either as exhausted or as 
unreliable. Teachers are not actually representatives of the authorities, they are 
translators of officially accepted cultural and social norms, but this function united 
the classical school at all stages of its history - from the beginning of the New 
Time to the end of the industrial society" (Kruglova, 2016, p. 103). In such a 
context, such degrading images of a teacher and a pedagogical university sound 
like "uchilka", "sludge", “prepod” in the jargon of which such words as 
"unsuccessful", "beggar", "absurd", "boring", "loser", "hopelessly behind the 
modern life". 

In contrast to them, there are images of authoritarian teacher-managers who 
occupy the administrative chairs of the director, the head teacher, the dean, etc. 
And only a small group of film characters are talented and creative teachers 
dedicated to their work. 

In the 21st century, the priority of the series in school-student subjects was 
clearly indicated. Of course, first of all, this was due to the fact that it was 
practically impossible to make money on film distribution of films about the 
school and university, and the television series (even artistically insignificant ones) 
brought substantial profits from advertising revenues. But on the other hand, the 
ideological factor is also important, because "ideology explains, but the series 
explains. Ideology leads, but the series forces, only makes it more subtle. The 
ideology is abstract, the series is concrete. But the most important thing in the 
other: ideology acts on the mind, the series - on the heart. Therefore, the process of 
influence of ideology is noticeable, the process of exposure of the series is hidden. 
... If the news does it directly, then the series is in a soft form. It stands between the 
poles of the Order and the Request. The series justifies the world, explaining the 
logic of even wrong actions" (Pocheptsov, 2017). Hence the triumph of the author's 
tolerant (as it were neutral) attitude toward meanness, aggressive psychological 
dominance and lies (and even easy drugs) in such series as School, Golden, Physics 
or Chemistry, etc. Thus, serial versions of school-student reality, in our opinion, to 
some extent affect the reality of this. 

So, the analysis of Russian films of 1992-2018 on the school-university 
theme shows that: 

- the educational / educational process left in the past the Soviet framework 
of communist orientations and anti-religious orientation; 

- the number of entertaining interpretations has sharply increased; 

- the stories are not directly related to key international political events, 
although they are to some extent dependent on domestic political attitudes; 

- the main conflicts are built on the confrontation of extraordinary teachers 
and students with stagnation, bureaucracy, the grayness of the bosses / colleagues / 
team; very often the focus is on problem areas (crisis, disappointment and fatigue, 
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professional "burnout" of teachers, bureaucracy, corruption, pragmatic cynicism of 
students, teenage cruelty, etc.); 

- among the characters distinctly manifested property differentiation; 

- the pupil characters are basically divided into the following categories: 
optimistic and vital perspectives (often associated with material status and 
hedonism), or in a state of depression and hopelessness; 

- activity of students is more directed towards entertainment, sex and 
material gain; 

- the attitude of teachers and students has lost the barriers of subordination, 
largely because the prestige of the pedagogical profession in the eyes of students 
and the public continued to fall; 

- in the pedagogical collectives, the images of female teachers, often lonely 
and unsettled, still come to the fore; 

- the appearance of students and teachers has become even more "free", 
vividly denoting female sex appeal; 

- film stories about students, in contrast to a number of Soviet counterparts, 
are virtually devoid of intellectual disputes, but are densely immersed in the genre 
element of melodrama and / or comedy; and in general, the theme of love in the 
cinema on the school-university theme is for the most part given accented comedic 
and / or melodramatic aspect. 
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Conclusions 


The comparative hermeneutic analysis of the Soviet and Western films of 
the silent period (1919-1930) carried out by us on the school-university theme 
allowed us to draw the following conclusions: 

- in Soviet Russia and the USSR: 

1) cinema was growing in popularity among children, films about the life of 
schoolchildren appeared increasingly, taking into account the attention of the 
authorities to the propagandist, agitational and sociocultural role of films, the 
theme of the school was closely linked to the pioneering movement, collective 
activities and labor education; 

2) the media created the image of a Soviet schoolchild, aimed not only at 
studying, but also at fighting for a brighter future, consciously fulfilling social and 
collective tasks, which echoed the tasks that Soviet power faced at that time 
(fighting child homelessness, illiteracy, introducing to the pioneering movement 
that was centralized and actively developing at that time), therefore the ideology 
and worldview of the authors of media texts should have been in line with the ideas 
of the collective activity of children and the principles of the pioneer 
schoolchildren’s work; Opposite types of characters' worldview were represented, 
personifying the struggle of the old and new way of life (the characteristics of the 
latter type of characters are optimism, faith in a bright future, the ability to control 
their own destiny by joining the pioneer squadron (beginning a new life in a 
children's community / active inclusion in the collective working together with 
their peers); the core values of the schoolchildren’s characters: collectivism, faith 
in the quick victory of communism, the primacy of public interests over personal 
interests (and all this under rather modest living conditions); accordingly, negative 
characters were endowed with such qualities of character as greed, greed, anger, 
envy, etc . (Chelysheva, 2017; 2018); 

3) stereotypical plot moves, role and gender characteristics of the characters 
were used, as a rule, without striving for true realism and the psychological depth 
of the narrative; the stereotypical image of schoolchildren contained the obligatory 
attributes of a new power: banners, red ties, the same form of clothing, etc .; 

4) the Soviet teacher appears in the films of this period as an advanced and 
ideologically conscious leader, social activist, friend and mentor of children, who 
enjoy the well-deserved respect in the village, in the city, in the school commune 
and children's club, etc .; 

5) family relations: a full family, or its absence; the family in the Soviet 
media texts on the school theme did not occupy a dominant position, more often it 
was replaced by a group of like-minded people — the pioneers / pupils of the 
commune — to schoolchildren, etc. 

- in Western countries: 

1) the subjects of the school and the university were presented mainly in 
entertainment films; 
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2) the media created images of schoolchildren and students within the 
framework of traditional bourgeois values of the beginning of XX, including the 
inviolability of private property, diligence, happiness in family life, religiosity, and 
competition (although there were exceptions related to the situation of 
confrontation between students and teachers); aimed at individual personal success 
(including taking into account the material well-being of the romantic storyline); 

3) stereotypical plot moves, role and gender characteristics of the characters 
were used, as a rule, without striving for true realism and the psychological depth 
of the narrative; the stereotypical image of schoolchildren / students contained the 
following elements: good living conditions, a neat uniform / clothes, good looks, 
polite vocabulary; 

4) the teacher appears in media texts as a charming professional who enjoys 
the well-deserved respect of the students; 

5) family relationships: mostly a complete family. 

Our comparative hermeneutic analysis of the Soviet and Western 
audiovisual media texts of the period of the 1930s — the first half of the 1950s on 
the school-university theme allowed us to draw the following conclusions: 

- in USSR: 

1) audiovisual media mainly showed schoolchildren fighters: with saboteurs 
and other enemies of the people; with the German occupiers; with careless and 
arrogant students (albeit, in the second half of the 1940s — the first half of the 
1950s, the first bar was the softest “wrestling” version of school subjects — with 
lazy and arrogant students); at the same time, the media created images of Soviet 
schoolchildren, aimed not only at (class, ideological and other) struggle, good 
study, but also at the struggle for a bright communist future, conscious fulfillment 
of social and collective tasks, etc. 

2) stereotypical plot moves, role and gender characteristics of the characters 
were used, as a rule, without striving for genuine realism and the psychological 
depth of the narrative; the stereotypical image of schoolchildren, as before, 
contained the mandatory attributes of the new power: banners, red ties, the same 
form of clothing, etc.; 

3) Soviet teachers were represented in the films of this period in the 
ideological option, as faithful guides of the communist doctrine, people respected 
by the state and society, skilled professionals; 

4) family relations: both full and incomplete family; 

- in Western countries: 

1) the topic of the school and the university in the American films were 
based mainly on entertainment, however, in the films of Nazi Germany (1933- 
1945) schoolchildren were often fighters: with communists and other enemies of 
the people; with careless and arrogant students, while the German schoolchildren 
were aimed not only at fighting enemies and good studies, but also at fighting for a 
bright national-socialist future, consciously fulfilling social and collective tasks, 


136 


etc .; Thus, the Nazi version of the development of school subjects in media texts 
essentially resembled the Soviet one; 

2) American cinema created images of schoolchildren and students who 
were part of the traditional bourgeois values of the first part of XX, including the 
inviolability of private property, hard work, happiness in family life, religiosity, 
competition (although there were exceptions related to the situation of 
confrontation between students and teachers); aimed at individual personal success 
(including taking into account the material well-being of the romantic storyline); 
Nazi models of schoolchildren largely pedaled the theme of patriotism and 
ideology; 

3) stereotypical plot moves, role-playing and gender characteristics of the 
characters were used, as a rule, without striving for true realism and the 
psychological depth of the narrative; The stereotypical image of schoolchildren / 
students contained the following elements: good living conditions, a neat uniform / 
clothes, good looks, polite vocabulary; 

4) the teacher appears in the films as a charming (albeit often strict) 
professional deservedly respected by the students; 

5) family relationships: mostly — a complete family. 

Our comparative hermeneutic analysis of Soviet and Western films from the 
period of the second half of the 1950s to the 1960s on school and university topics 
allowed us to draw the following conclusions: 

- in the USSR: 

1) “thaw” audiovisual texts on the subject of school and university, 
according to authorities, had to support the main lines of the then state policy in the 
educational and socio-cultural spheres, that is, to show that the Soviet system of 
education, upbringing and culture is being reformed: educational process goes 
beyond the former strict framework of the Stalinist rules (while maintaining the 
general communist guidelines and the strict anti-religious orientation); relations of 
teachers and students become more democratic, to some extent creative, based on 
the experience of Soviet educators and innovators of the 1920s; there are problem 
areas at school and university (in particular, the taboo was removed from the 
previous interpretation of the image of the Soviet teacher as an almost ideal 
representative of the most educated part of the people). At the same time, the first 
"thaw" stage was mostly characterized by a romantic reliance on the pedagogical 
experience of the revolutionary Soviet pedagogy of the 1920s and the creation of 
touching lyrical stories, where, despite minor difficulties, the harmony of good 
teachers and, albeit at first, stumbled, but also good ones, won students. During the 
second stage of the “thaw”, other tendencies began to appear more often: on the 
one hand, crisis, frustration and fatigue of teachers, and on the other — pragmatic 
cynicism of students; 

2) of course, in Soviet films, the images of good and bad students had their 
own characteristics with emphasis on their commitment to communist and socialist 
values, atheism (for positive characters) and, on the contrary, ignoring them (for 
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negative characters, for example, hooligan schoolchildren). In addition, in the 
Soviet period until the 1980s, violence in the audiovisual media texts about the 
school could only be shown in a retrospective manner (for example, in the 
“Republic of ShKID”, which takes place in the first years after the civil war, 
violence by high school students, including armed not less than in the American 
films), and the sexual line could only be latent before perestroika times ... 

3) not only stereotypical plot moves, role-playing and gender characteristics 
of characters were used (as a rule, without a desire for genuine realism and the 
psychological depth of the narrative), attempts were made to introduce realistic 
features of genuine conflicts, psychological depth of images into school and 
university subjects; 

4) Soviet teachers were no longer represented in the films of this period in 
the ideological version, they could have not only advantages, but also 
disadvantages; 

5) family relations: both full and incomplete family; 

- in Western countries: 

1) the subject of the school and the university in the films began to be 
submitted (especially after the abolition of the Hays Code) in a more problematic 
way, sometimes reflecting serious social and interpersonal conflicts; 

2) cinema created images of schoolchildren and students not only within the 
framework of traditional bourgeois values of the beginning of XX, including the 
inviolability of private property, diligence, happiness in family life, religiosity, 
competition, aimed at individual personal success, but also students-insurgents, 
non-conformists; 

3) stereotypical plot moves, role-playing and gender characteristics of the 
characters were used less and less, there was a desire for genuine realism and the 
psychological depth of the narrative; 

4) the teacher appears in media texts not only as a charming and strict 
professional who enjoys the well-deserved respect of students, but also tired, 
subject to professional burnout and even turned into a victim of his students; 

5) family relationships: complete & incomplete family. 

Conventionally, the end of this stage, both for the Soviet and Western media, 
can be designated 1968, since the events of the May student revolution in France 
(accompanied by the beginning of the so-called sexual revolution) and the entry of 
Soviet troops into Czechoslovakia became a kind of final point of the era, which 
was followed by significant political and social changes. 

The comparative hermeneutic analysis of the Soviet and Western films of 
the period from 1969 to 1985 on school and university topics allowed to draw the 
following conclusions: 

- in the USSR: 

1) the educational process went beyond the former strict framework of 
preserving rigid communist guidelines, and the anti-religious orientation was no 
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longer imposed, although atheism continued to be mandatory; films of an 
entertaining nature have become much more: 

2) the plots of the films were not directly related to key international 
political events, although to one degree or another they were dependent on internal 
political attitudes; As in the era of “thawing,” key moral values remained: nobility, 
generosity of the soul, kindness, the ability to help people, take responsibility for 
their actions, etc.; 

3) the main conflicts of the plots were based on the confrontation of 
extraordinary teachers and students with inertia, bureaucracy, dullness of the 
authorities / colleagues / team; problem areas were not hidden (crisis, frustration 
and fatigue, professional burnout of teachers; bureaucracy; pragmatic cynicism of 
students; teenage cruelty, etc.); 

4) methods of depicting a family lifestyle have undergone significant 
transformations compared to previous periods. Increasingly, there was a “fathers 
and children” conflict on the screen, and the problems of the relationship between 
parents and teachers that appeared on the screen; problems of crisis situations of 
family relations / single-parent families, cruelty and violence, which are closely 
related to indifference and mental grayness; among the characters, property 
differentiation was increasingly manifested; 

5) student characters, as in the “thaw” era, were devoid of fanaticism of their 
peers from the films of the 1920s-1940s, but generally maintained optimism and a 
life perspective; however, among them there were more and more negative types 
that could not be reformed; the activity of schoolchildren / students, even more 
than in the 1960s, began to touch his inner world, his soul; 

6) the relations between teachers and students have become more 
democratic, sometimes reaching the cronies; the prestige of the teaching profession 
in the eyes of students and the public began to fall sharply; images of female 
teachers, often lonely and unsettled, have increasingly come to the fore; 

7) there have been changes in the appearance of students and teachers, it has 
become more “free”; in the semi-patent form, the motive of female sex appeal 
gradually emerged; 

- in Western countries: 

1) school and university subjects in the films began to be served in a greater 
variety of the genre spectrum, along with media texts, which sometimes reflected 
serious social and interpersonal conflicts, a lot of films of outright entertainment 
were created (often sexual) nature; 

2) cinema created images of pupils and students, increasingly avoiding 
traditional bourgeois values, and, on the contrary, in riding themselves 
aggressively and provocatively; 

3) new stereotypical plot moves, role-playing and gender characteristics of 
characters (students and teachers) have emerged in such genres as thriller, horror 
film, erotic comedy; 
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4) good students demonstrated creative inspiration, a responsible and 
creative attitude to study, competitive spirit and friendly support; media images of 
poor students were built on deviant behavior, a tendency to lie, sexual challenges, 
and often the complete absence of any interest in learning; 

5) good teachers often began to be portrayed as outsiders, using personality- 
oriented learning, the dichotomy of inspiration / content, the emotional-aesthetic 
view of "good" learning; these good teachers usually disagreed with school 
administration policies and adapted the curriculum to the needs of students; such 
educators could sometimes sacrifice their marriage or health for the sake of their 
students, and often used unconventional means to achieve their goals; bad teachers 
in films are portrayed as unpleasant, authoritarian, heartless, strange, boring, 
unfriendly, unskilled, unfair, incompetent, corrupt, evil manipulators; 

6) family relationships: both full and incomplete family. 

The comparative hermeneutic analysis of the Soviet and Western 
audiovisual media texts of the period 1986-1991, carried out by us on the school- 
university topic, led us to the following conclusions: 

- in the USSR: 

1) against the backdrop of a difficult situation in society, the emergence of 
new problems, a departure from the old ideological canons, the course towards 
restructuring and publicity; the fall of the Iron Curtain, the sharp impoverishment 
of a significant part of the population, the criminalization of the educational 
process has lost its strict limits, lost much of the communist guidelines; films 
showed that the school has acute problem areas (reassessment of values associated 
with life change; crisis, frustration and fatigue, professional burnout of teachers; 
inertia, hypocrisy, lies; bureaucracy and authoritarianism; pragmatic cynicism of 
students; teenage cruelty and the like.); 

2) the activity of the student again became directed to the outside world than 
to the world of his soul; 

3) the barriers in the relationship between characters (teachers and students) 
became even more fragile (familiarity, sexual relations, or their provocation); 

4) the prestige of the teaching profession in the eyes of students and the 
public fell even lower; in accordance with the real state of affairs, images of 
women teachers (often lonely, unsettled) began to come to the fore; 

5) the main conflicts of media texts were based on confronting non-ordinary 
teachers and students with inertia, bureaucracy, dullness of their superiors / 
colleagues / team; on conflicts between students themselves, on interpersonal 
contradictions between schoolchildren and adults (teachers / parents / others), and 
during this period there was a further separation of the children's world from the 
adult world; there were also acute problems of crime, drug addiction of children 
and adolescents, which previously rarely appeared in films for school audiences; 

6) family relations: both full and incomplete families. 

- in Western countries: the trends of the previous stage (1969-1985) 
continued to develop, while maintaining the same genre characteristics. 
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Our comparative hermeneutic analysis of Russian and Western audiovisual 
media texts of the period 1992-2018 on the school-university theme led us to 
conclude that the Russian educational process left in the past the Soviet framework 
of communist orientations and anti-religious orientation, during this period a kind 
of unity of approaches in Russia and in the West: 

1) film stories about schools and universities are not directly connected with 
key international political events, although in varying degrees, are dependent on 
internal political units; film stories about students, unlike a number of Soviet 
analogs, are practically devoid of intellectual debate, but are tightly immersed in 
the genre element of melodrama and / or comedy; And in general, the love theme 
in media texts on the school-university topic for the most part is accentuated by 
comedy and / or melodramatic; among the characters, property differentiation is 
clearly manifested; a high proportion of entertainment interpretations of school- 
university subjects; At the same time, in many media texts about school and 
university, violence, cruelty, crime, racial discrimination, drug use, realistic 
portrayal of erotic scenes, etc., are increasingly becoming the focus of plots; 

2) in the documentary, television and Internet media texts more emphasis is 
placed on critical understanding of the state, a wide range of actual problems and 
subjects about school and post-secondary education based on real events, using a 
wide range of genre modifications (documentary chronicle, archival newsreel, 
docrama, reportage, essay, talk show, etc.); 

3) stereotypes of schoolchildren / students as positive characters can be 
divided into the following main groups: positive leaders, “nerds” (“blue 
stockings”, excellent students), “middle peasants” (‘“average” students); at the 
same time, the student characters either maintain optimism and a life perspective 
(often associated with material status and hedonism), or are in a state of depression 
and hopelessness; 

4) schoolchildren / students stereotypes as negative characters can be 
presented as follows groups: offenders and criminals; stupid and outdated; 
impudent "majors" (representatives of rich "golden youth"); pupils' activity is more 
directed towards entertainment, sex and material benefits, 5) the teacher’s media 
image acquired the following features: a positive (super) hero (often a male who 
recently came to work at school), rehabilitating an aggressive and disobedient 
class; a negative character who hates students (sometimes he can even be a killer 
robot or an alien creature); loser / jester, outsider, his work; bureaucrat 
administrator; between them is a tired, professionally burned out teacher; 

6) the main conflicts of the plots are based on the confrontation of 
extraordinary teachers and students with inertia, bureaucracy, dullness of the 
authorities / colleagues / team; very often the focus is on problem areas (crisis, 
frustration and fatigue, professional burnout of teachers; red tape; corruption; 
pragmatic cynicism of students; teenage cruelty, increased sexual activity, etc.); 

7) the attitudes of teachers and students have lost the barriers of 
subordination, largely due to the fact that the prestige of the teaching profession in 
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the eyes of students and the public (especially in Russia, where pedagogical 
collectives continue to take the image of female teachers, often single and 
unsettled) continued his fall; the appearance of students and teachers has become 
even more “free”, vividly identifying female sex appeal; 

8) the most characteristic genres: drama, melodrama, thriller, horror film 
showed that, despite the national, socio-cultural and ideological features, the 
stereotypes of these images have more similarities than differences. 
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List of Soviet and Russian film on school and university topics 
(compiled by A. Fedorov) 


Children and young people appeared as characters in hundreds of Soviet and 
Russian films. This list includes not films with the characters-children / 
schoolchildren / students, but those films where the prominent position is occupied 
by the school and university topic. Exceptions are made mainly for some films 
significant for the theme of education of the younger generation (for example, the 
action of which occurs in summer camps for schoolchildren). 


Soviet films 


1919-1930 


1924 
Banbka — ronbiii WHoHep. CCCP, 1924. Pexuccep u cyenapuct [lérp Manaxos. Axtepsi: Lypa Koucrantunos, Ypcyna 
Kpyr, Anexceit Macees ui gp. /[pama. 
OcTpos rOHBIxX nMMOHepoB. CCCP, 1924. Pexuccep Anexceti Tan. CyenapucT w MCHONHMTeIb riaBHOl pom Braqumup 
Bepesxuu. Arutduibo. J[pama. 


1925 
@Meapkuna npaBya. CCCP, 1925. Pexuccep Onsra IIpeo6paxenckas. Cyenapuctst: Huxonait Acees, Anexcanyp Ileperyza. 
Axtepsi: HOpuit 3umuu, Mapux Malia, annum Baeqencxuit, Enena Jletuexo u yp. pama. 


1928 
3on0TroH Mex. CCCP, 1928. Pexuccepsi: Huxonait bepecues, Bnagumup Ilerpos. Cuesxapucr Huxonait bepecues. Axtepst: 
@eyop borgauos, [létp Ky3Henos, Datuma Tu930Ba uv Ap. Jpama. 
Mausenpkue uv OoubumMe. CCCP, 1928. Pexuccep J[mMurpui baccansiro. Cyenapuctsr: J[Murpuit Baccanpiro, AnekcaHyp 
@unuMonos. Axtepsr: Onbra Tpetbakosa, Ban Kanpaos, Cepreit Munuu u ap. J[pama. 
Oropsanupnte pykaBa. CCCP, 1928. Pexuccep b. KOpues. Cuenapnertsi: Vsan Isippes, bopuc KOpues. Axteppr: AnekcaHyp 
Kyxos, Jledexes, Cepryxosutun, Anexcangyp Cadpouos u ap. J[pama. 


1929 
Tanbka-TpakTupuynma. CCCP, 1929. Pexuccep bopuc CBerosapos. CyeHapuctst: bopuc CBeto3apos, KonctastuH Muuaes. 
Axteppt: Heonuna Vpanopa-Tommauésa, Ky3pma Actpedeukui, JItooonn Henamresa u ap. J[pama. 
Uesopek c noptdesem. CCCP, 1929. Pexuccep Uecnas Caduncxnit. Cuenapuct A. Kupusos (aptop mbecst — A. Datiko). 
Axtepsi: Huxonaiti Monaxos, Upuna Bosogko, Kona Cumonosny u ap. J[pama. 


1930 
IIpaso na xenmmuy / CryyentKka. CCCP, 1930. Pexuccep Anexcetti Kannep. Cuenapuctsi: Anexceit Kannep, Huxonati 
Baxkau. Axtepsi: TaTbaHa 3natToroposa, Bnagumup Coxupxo, MBan Cxypatos, Tana Myxnua u yp. /[pama. 
IIpaso ornos. CCCP, 1930. Pexuccep Bepa Crpoesa. CueHapucrsr: Bepa Crpoesa, Cranucnas Yoiiruar-Pay3MHcKni, 
Cepaduma Pomans. Axteppr: MW. Tpepgoxme6, I’. Pocros u ap. J[pama. 


1931-1955 


1931 
Oana. CCCP, 1931. Pexuccepst u cyenapuctsr I puropuit Ko3snuues u JIeonuy Tpaydepr. Axtepst: Enena Ky3pmuua, Ilérp 
Codonescxnit, Cepreiti Tepacumos, Mapua baOanosa, Annua )Keiimo, bopuc UnpxKos u yp. J[pama. 
Ilyreska B xKu3Hb. CCCP, 1931. Pexuccep Huxonait Sxx. Cuenapucrsi: Anexcanyp Crommep, Huxonait Oxx, Perna 
Auyuxesuy. Axrepsi: Msrwan Kerpis, Muxann Jbxarodapos, Anexcanzp Hosnxos, Huxonaii baranos, Mapus Autpomosa, 
Muxanna )Kapos u ap. pama. 
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Uenosek 6e3 pytaapa. CCCP, 1931. Pexuccep Bepa Crpoesa. Cyenapuctsr: Cepapuma Pomasb, Bepa Crpoesa. Axteppt: 
Bopuce MWepynHanyoB, Muxaun Buxtopos, Huxonait Hayemcknit u yp. Jpanma. 


1932 
Tlo3qpaB.1ato c nepexogom. CCCP, 1932. Pexuccep u cyeHapucr Esrenua Ipuroposuy. Axtepsi: C. [emtux, T. 3aiuenxo, 
Vigan TBepyoxed u ap. JIpama. 
Cenpxa c "Mumo3pi". CCCP, 1932. Pexuccep Anexceii Macmroxos. CueHapuctsr: Huxonat Cxa36ym, Amexcetti Macuroxkos. 
Axtepsi: Buta Dpuapux, bopuc be3run, Huxonati Hagemcxni. J[pama. 
Toneyo / Yunsepcuter. CCCP, 1932. Pexucceppr: Muxaun Jlepxasuu, Anexcanyp Jleqanjes. Cuenapucr Cepreti Epmaxos. 
Axtepsi: Amexcanyp Unctakos, MBan Hosocenpyes, Muxann Jlepoxasuu u yp. /[pama. 


1933 
Oruasnubiii Oatanbon. CCCP, 1933. Pexuccepsi u cyeHapucter: AOpam Hapoguukui, Haym Yrpromos. Axtepsr: [enHaqnii 
Muuypuu, Po3sa Caepaosa u yp. J{pama. 


1934 
Jiro6.110 su TeOH? CCCP, 1934. Pexuccep u cueHapuct Cepreti Tepacumos. Axteppr: Tamapa Maxaposa, Buagumup Mapses, 
KouctauTuu Ha3apenko, Omer )Kakos u ap. Komequa. 
Ha styny c nepecagkoii. CCCP, 1934. Pexuccep Huxonati Jledeqes. Cuenapucr Anexcanyp [antemees. Axtepsi: Jlena 
Tme60os, O. KypHocopa, Mumia Dazees u gp. J[pama. 
Pa30yaute Jlenouxy. CCCP, 1934. Pexuccep AnTronuna Kyypasuesa. Cyenapuctsr: Hukonai OnetuuKos, Esrenuii IIpapu. 
Axtepsi: Aauna )Kerimo, Cepreli Tepacumos u ap. Komequa. 


1935 
Be3 oum6xu / Yantesab. CCCP, 1935. Pexuccep erp 3uHoppes. Cuenapucts! Muxann Kanmunu, JImMurpuii Tapacos. 
Axteppi: Codpa Jlesutuna, JIro6ons Henamesa, Mapua LW nencxas u ap. /Ipama. 
Kongyut. CCCP, 1935. Pexuccep bopuc UWlenonnes. Cyenapucter: JIen Kaccu, JIla3app Ogun (aptop nopectu "Konyzynt u 
UWBamOpanna" — JI. Kaccump). Axteppi: A. Ko6ses, E. bopucesny, Bragumup Tapqun u ap. J[pama. 


1936 
Hactrosmmii Ttopapuuy. CCCP, 1936. Pexuccepsr: Jlazapp bogux, AOpam OxyHunkos. Cuenapuct Araua bapto. Axtepsi: 
Muxans Tapxanos, Crenan Waraiiya, [murpuit PomyOuncknit u ap. Apama. 
Oren u cern. CCCP, 1936. Pexuccep Mapraputa bapcxas. Cuenapucts: Mapraputa bapcxas, Benuamun Aguu. Axtepsi: Jles 
Csepyumu, Cena Bonosyy, Bryecnas Hosukos u yp. Jpama. 


1937 
byiinas Batara. CCCP, 1937. Pexuccepsr: Anexcanyp Tonos, Tamap Canam3aye. Cyenapuct KOpuit Duynep. Axtepsi: A. 
BapraHosa, Mypta3a Axmeyos, A. baruposa u ap. Komeyua. 


1938 
Cemuksaaccnnku. CCCP, 1938. Pexuccepsi: Akos IIpotra3zanos, [puropuit Jleskoes. Cuenapuctst: Haym Kayman, B. 
JIroOumosa. Axtepst: Opa Mutaes, Anexcangap 3paxesckuii, Anna 3anopoxeu, Hukonati TnayKos u gp. J[pama. 


1939 
JIv4noe jjen0. CCCP, 1939. Pexuccep Anexcanyp Pa3ymupii. Cuenapuctsr: Apxaguit Taiigap, B. Norames. Axrepsi: Jlopa 
Muuaes, Ieta lpoxoscxuit, bopuc Pyure, JIes Mupcxuii u ap. J[pama. 
Iarpnor. CCCP, 1939. Pexuccepsi An Mpuy, Anapeti Anconow. Cuenapuct Anypei Ancoson. Axtepsr: Braqumup Jlyxun, 
YOpa beruxos, FOpuii Tomydees u ap. pama. 
Yuntesb. CCCP, 1939. Pexuccep u cyeHapuct Cepreti Tepacumos. Axtepsi: bopuc Unpxos, Tamapa Makaposa, Hasen 
Bomkos wv gp. /[pama. 
Uenosek B bytTssape. CCCP, 1939. Pexuccep u cuenapuct Ucugop Anneucxnit. Axtepsi: Huxonait Xmenes, Muxan 
Kapos, Onpra Angposcxas, Bnagumup Tapqun, Panna Panescxas, Anexceii [pudos u ap. /[pama. 


1940 
Bpart repos. CCCP, 1940. Pexuccep lOpuii Bacunpunkos. Cyenapuct Jles Kaccum (aatop «Yepempimt — Opat repos» - JI. 
Kaccunp). Axteppi: Huxonait Kprouxos, [erp Jleontbes, Enu3apeta Hatiqenosa u ap. J[pama. 
Becennniit norox. CCCP, 1940. Pexuccép Buanumup TOpenes. Axtepsr: Anexcanap 3paxescKuii, Muxan Actanros, 
Banentuna Ceposa u ap. Jpama. 
3akon 2*x«u3HH. CCCP, 1940. Pexuccepsr: Anexcanyap Cromnep, bopuc Mspanos. Cuenapucr Anexcanyp ApyeeHKo. AKTepst: 
Hjanuun Caran, Anexcanygp JIyxkpanos, OcBanpy [na3yHos, Huna 3opcxas u ap. J{pama. 
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Ipusatemm. CCCP, 1940. Pexuccep Muxann Taspouckuit. Cuenapuct Huxonait TayOe. Axteppi: Muxans Ky3Henos, Tamapa 
Anémmua, BragumMup Tapaqun, Bacusuii Mepxypbes, Konctantuy Copoxny, u ap. /[pama. 

Tumyp 4 ero Komanya. CCCP, 1940. Pexuccep Anexcanyp Pa3ymupm. CueHapucr Apxaqui Tatigap. Axtepsr: JIupuit 
Wunayés, Wérp Casun, JIes Torémkun, Buxtop Cene3nés, eta Tpoxoscknii u ap. Apama. 


1941 
Pomantukn. CCCP, 1941. Pexuccep Mapx Jloncxoi. Cuexnapuctsi: Taxon Cemynikuu, Deyop Kuoppe. Axtepsr: Jlannust 
Caran, JJapura THanuna, Upuna Dezorosa, Bnagumup BragucnascKun, Jes Caepaumu u yp. Apama. 


1947 
Ceabcekan yautembunna. CCCP, 1947. Pexuccep Mapx Jlonckoli. Cyenapuct Mapua Cmupuosa. Axtepsi: Bepa Mapeukas, 
Hjanunn Caran, apes Onenes, Bnayumup Mapyra, Bnaqumup benoxypos u gp. pama. 


1948 
Kpacupiii rancrykK. CCCP, 1948. Pexuccepsi: Bnagumup Cyxoboxos, Mapua Cayy. Cuenapuct u aBTop OJHOMMeHHOM Tbecbl 
Cepreit Muxaskos. Axtepsr: Amexcanyp Coxosos, MpwnHa Hauuukxuna, Crapa Kotos, Anatom Tanmues, AnekcaHap XBbUIA 
vw ap. JIpama. 
Tleppoksaccnnya. CCCP, 1948. Pexuccep Mnsa Ops3. Cuenapucr Esrenuit Ipapy. Axrepsi: Hatanpa 3anqunuua, Tamapa 
Makaposa, Kupa Tomosko u yp. J[pama. 


1952 
Hasctpeyy «xnu3HH. CCCP, 1952. Pexuccep Huxonai Jlebeqes. Cuenapuct Exatepnua Bunorpayckaa (aBTop moBecTH 
«3Be3q04Ka» - Vpan BacunenKo). Axtepsi: Hanexya Pymanuesa, Buagumup Coxosos, Teopruii Ceménos, Bacnunit 
Mepxypses, Cepreit yp30, Buxrop Xoxpakos, Avatoumi Ky3Heros uv ap. [pama. 


1953 
Anema Irae BbIpadaTprBaer xapaktep. CCCP, 1953. Pexuccep Anatonuii [panux. Cyenapucrt Arausa bapto. Axtepst: 
Buxtop Kapronombues, Onbra Ubpxosa, Baslentuua Cnepantosa, Hatanba CenesHépa, Hanexaa PyManuesa u ap. Komequa. 
Uectb Topapuma. CCCP, 1953. Pexuccep Huxonati Jledegzes. Cuenapuctsi: bopuc V3romckuii, Jleonuy 1Kexesenko (aBTop 
mopectH «Asie moroHsp - b. W3romcxnit). Axreppi: KoncraytuH Cxopoodoratos, bopuc Koxosxuu, Tenuagni Muuypuu, 
Buagumup J[pyxunkos, lOpuit Tomyoees u ap. pama. 


1954 
Attecrar 3pesocru. CCCP, 1954. Pexuccep Tatsana Jlykamiesu4. CyeHapuctT MH aBTop OHOMMeHHOM noBecTu Jina 
Tepacxuua. Axtepsi: Bacusmii Jlanospoit, Bagum Tpayés, Tanmua Jlanuuna, Tamapa Kupcanosa u ap. /[pama. 
Jipa azpyra. CCCP, 1954. Pexuccep Buxtop Diicbimont. Cyuenapuct Huxonai Hocos (asrop nopectu «Buta Masrees B Wikose 
wu oma» - H. Hocos). Axrepsi: JIleosua Kpayxnuc, Bnagumup Tycpxos, Mumma Apoxos, Buta benos, AnuHa )Keiimo u zp. 
pamarvyeckas Komequa. 
SeeHbmli 01. CCCP, 1954. Pexuccep Tamapa PoqMonosa. Cuenapuct Cepreti AntTonos. Axtepsi: bopuc Papxyxuu, Apuua 
Begpuuuesa, Hatanba Pamescxas u yp. J[pama. 
Koptuk. CCCP, 1954. Pexuccépsi: Muxaun Mseituep, Bnagumup Benrepos. Cuenapuctst: Anatomuii Pproaxos, MHHoKenTuit 
Tomeso (astop mopectu — Anatomuii PrrOaKos). Axteppi: Apxaguit Tonoy3un, bpyHo MperuazANux, Bonogsa Waxmametses, 
Bopa Apakesios u yp. JleteKTuB. 
Cécrppr Paxmanospr. CCCP, 1954. Pexuccep Kamun Apmatos. Cuexapucr Bragumup LlBeituep. Axrepsi: Capa 
Vimantypaeza, Atipa AOzynaepa, HOnay3 Pusaesa u ap. JIpama. 


1955 
Bacek Tpy6aues u ero ToBapnum. CCCP, 1955. Pexuccepsr: Wea Dps3, Dayapy Bouapos. Cuenapucrsr: Banestuna 
Oceesa-XMenesa, bopuc Crapuies (aBtop mopectu - B. Oceeza). Axteppi: Oner BuntHes, Cama Uynakos, Bopa CemeHosny, 
Capa JlesKun, )Kopa Anexcanypos, Hatanba Psraarosa, Jleonuy Xaputouos, VBan Ienstyep, KOpuit Meypeyes, [érp 
AsieviHukos 1 Jp. J[pama. 
Apa Kkanutana. CCCP, 1955. Pexuccep Bnagumup Benrepos. Cuenapuctsi: Benuamun Kapepuu, Esrenuii [adpunosn4 
(aBTop OfHOMMeHHOrO pomaHa — B. Kapepuu). Axtepsi: Anexcanap Muxaiinos, Onpra 3adoTKnHa, AHaTomuii AJOCKHH, 
Esrenni JIedenes, bopuc bensaes u ap. [pama. 
Ileqarormyueckan royma. CCCP, 1955. Pexucceppr: Meancnapa Maerscxaa, Amexcett Macmroxos. Cuenapuctsr: Mocud 
Manesuy, Asexceit MacmroKos (aBTop O,HOMMeHHOrO pomMaHa — Anutou Maxapenuko). Axtepst: Buagumup EMespanos, Muxansi 
Tloxoruno, Enena JImuKkanosuy, Huna Kpaukoscxas, KonctantuH Muxaiios, Waser Kagounukos, Teopruii KOmaros, lOpuit 
Capanues, FOsman Tanue u ap. [pama. 
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Crm. CCCP, 1955. Pexuccep HOpui Osepos. CueHapucr TatTbana Criruna. Axtepsi: Jleonuy XaputTouos, [lérp 
KonctautuHos, Bapspapa Kapramwésa, Buxtop Tepacxun, Hayexaa Pymanyesa, KoncrantuH Copoxuu, Asexceti Ipudos, 
Buayumup benoxypos, Po3a Maxaronosa ¥ yp. J[pama. 


1956-1968 


1956 

Becna Ha 3apeunol yauue. CCCP, 1956. Pexucceppi: Demukc Mupouep, Mapsen Xyuues. Cuenapuct DMesuKc Mupouep. 
Axteppt: Huva Vpanosa, Huxonait Ppionukos, Buagumup lyases, Banentuna Ilyrauépa, [ennaguit FOxtTuu vu ap. Menoypama. 
Pa3npie cyqbOn1. CCCP, 1956. Pexuccep JIeonuy JIykos. Cuenapuctsi: Jleonuy JIykos, Akos CmMomax. Axtepsi: Tatpana 
TImneukas, FOnman Manny, Jles Caepaiun, Ospra 7Ku3Hesa, TarpsHa Kontoxoza, Teopruli KOmatos, Aya Bottux, BnagumMup 
Jlopodees, Ceprett bnannuxos, BanentuHa Yuakosa, KoncraytuH Copoxun, Bcesonog Canaes, bpyHo MperHAMXx u Op. 
J{pama. 

Crapuk Xorraépr. CCCP, 1956. Pexuccep Tenuaguit Ka3ancxuii. Cyenapuct Jla3app JIaruy (aptop nopectu — Jla3apb 
Jlarun). Axtepst: Huxonait Bonkos, Anexceit JIurBuHos 4 Ap. DaHTacTu4eckasd KOMeHA. 


1957 
Onn BcTpeTHncs B HyTH. CCCP, 1957. Pexuccep Tatsana JIykamesuy. Cyenapuct Jleonuy Tanrenees. Axtepsi: Buxtop 
Asyrouko, Po3sa Maxaronosa, Hukonait Komuccapos, Muuia Mepxynos, Huna Jlopourmna, Mérp Wepdaxos, Bepa Bacuspesa 
vw Ap. Menoypama. 
Tlopectb 0 nepBoii s106Bu. CCCP, 1957. Pexuccep Bacunmit JIepun. Cuenapnct Mapua CmupuHosa (aptop mosectu H. 
Atapos). Axtepsi: JxkemmMa Ocmonoscxaa, Kupus Cromapos, Bnaaqumup 3emisHuKuH, Cepreti Cronapos u ap. Mesoypama. 


1958 
Topoy 3axuraet ornn. CCCP, 1958. Pexuccep u cyenapucr Biagumup Benrepos. Axtepsi: Huxonati orogmu, Enena 
Jlo6poupaposa, Oster bopucos, JIumuana Aneumuxkosa, lOpuit JIroOumos, Anca DpetinzMx u yp. [pama. 
Csepcrunupi. CCCP, 1958. Pexuccep Bacunmii Opaprackuii. Cyenapuct Ama Benaxopa. Axtepsi: JIuaua Deoceesa- 
Wyxumua, JItoqmuna Kpsriopa, Mapraputa Komenesa, Baagumup Koctun, Bcesonog Cadouos, Kupunn Cromapos u zp. 
J{pama. 
@Maaru Ha OautHaAx. CCCP, 1958. Pexuccep AOpam Hapoguuxuit. Cuenapuct Vocud Manesuy. Axtepsi: Bragqumup 
Emespbsanos, BnagumMup Cyzbun, Konctantun Jloponnun, Wis Mumrorenko, Posa Makaronosa, Aya Porosiesa u ap. J[pama. 


1959 
Maspunku. CCCP, 1959. Pexuccep Cynamudb Upi0ynbHux. Cuenapuctsi: Anna JIucanckaa, Jlopa Bonpnept. Axtepst: JIéna 
Baouy, Huxonat Uypcun, Cama Kapnos, JIuqua Cyxapescxas u ap. /[pama. 
Ha nopore *xn3HH. CCCP, 1959. Pexuccep Konctantuy [ummuaweyim. Cyenapuct TOpui Kpotxos. Akxrepst: Jletina 
Aodammy3e, Otap XaTuamsBusn, Toua Adame u ap. J[pama. 
ITO Ob1I0 BecHol. CCCP, 1959. Pexuccepsi: Aptyp Bolireuxuii, Kapm Taxxen. Axtepsi: JItoqmusa byrenuua, Jles 7Kykos u 
ap. Jpama. 
Alo Oyaymeli Becunr. CCCP, 1960. Pexuccep Buxtop Coxonos. Cuenapuct Cepreit Boponuu. Axtepst: JItoqmusia Mapyexko, 
Vanoxentuii CMoxtyHoscKkni, BanestuH Apxunenko ut Ap. Menoypama. 


1960 
Tyun nay bopcxom. CCCP, 1960. Pexuccep Bacusmi Opyzbmckuit. Cuenapucrsr: Ceméxu JIyaruxn, Unba Hycunos. Axtepst: 
Vana Tynaa, Poman Xomatos, Biaagumup Vpamos, Haranba Antonosa, Buxtop PoxyectBenckuii, MnHa Uypukosa u Jp. 
J{pama. 
Uyjotsopuan. CCCP, 1960. Pexuccep Bnagumup CxyiiOun. Cuenapuct Bnagumup Tenypakos. Axteppsi: Braaumup 
Bacubes, Huna Menburukopa, AnToHuHa Ilapnerespa, Knasgua IlonopuKkosa, Buagumup Ioxposckuii, UsBan Papxos, 
Cranucnas Uexan u ap. Jpama. 


1961 
A ecu 9T0 11060Bb? CCCP, 1961. Pexuccep IOnuti Paitzman. Cyenapucter: Vocud Onpurancxnit, HOnuii Paiizman, Huna 
Pyguesa. Axtepsi: Kanna IIpoxopenko, Mropp Ilymkapés, Anexcanypa Ha3aposa, Huna Wopuna u gp. J[pama. 
Aepuonka, c KoTOpoi «a Apyxus. CCCP, 1961. Pexuccep Huxonait JIeOeqes. Cuenapuct Anexecanap Ilonos. Axtepsi: 
Bacunmit Mepxypses, Kupusi Jlaspos, JItoqa bontpux u ap. pama. 
Apyr Movi, KompbKa! CCCP, 1961. Pexucceppi: Anexcanap Murra, Anexceit Canrsikos. CueHapuctsi: Cepreti Epmosmuckui, 
AsexcaHap XMeHK (aBTop OMHOMMeHHOM mbecbt — A. XmMemuk). Axteppr: Amexcanap Kodo3es, Anna PogMonosa, AnaTounit 
Ky3He0B, CaBemuii Kpamapos, bopuc Hosuxos u yp. J[pama. 
Mutua, Cepera u a. CCCP, 1961. Pexuccep Teoprui Tlodexonocyes. Cyenapucter: Huccou 3enepancxuit, bopuc Jlapuu. 
Axtepsi: KOpuit I[petos, Buxtop Ceméxos, Banepuii Paspxaxos, Bacuauii Wykmun, Buagumup Tyces u yp. J[pama. 
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1962 
Tpemmpini anren. CCCP, 1962. Pexuccep TenHaqui Kasaycxuit. Cuesapuctr Muxaun bepecruucxuli. Axtepsi: Ovsmra 
Kpacnua, Huxonait Bonxos (ct.), Hana Becenoscxas, TennHaquii Dponos, KOpuii MezBenes, bopuc Unpxos, Tanna Bomex u 
ap. Jpama. 
Bbeii, Gapaban! CCCP, 1962. Pexuccep Amexceit Cantsikos. Cuenapuctsi: Cepreti Epmosmuckui, AmexcaHap XMeluK. 
Axtepsi: Amexceti Kpprenxos, JItoca Crennesa, Anexcanyp JlempaHenKko, CaBemuii Kpamapos, TatbaHa Konroxoga 4 Jp. 
J{pama. 
Auxasa co6aka JInnro. CCCP, 1962. Pexuccep FOnui Kapacux. Cuenapuct Anatonuii Tpedues (aBtop oqHOHMeHHOM 
topectTu — P. Dpaepman). Axtepsr: Cammuna Tompcexux, Bragumup Ocoonk, Tanac Ymyp3axos, Anna PogMouosa u ap. J[pama. 
Mausenpxkue Meutatesu. CCCP, 1962. Pexuccepsi: Oner [peauxo, Buxtop Typos, Apcenuii Actpedos. CueHapuctsi: Enena 
Kanmmuckas, BanextuH Mopo3os, Hesmu Mopos3osa, JImmma Hemenosa, Tenuaguii Wnannkos. Axtepsi: bopuc butroxos, 
Teopruii K>xéxos, Mpa Kpvsomanosa u ap. Jpama. 
Mobi Bac m06um. CCCP, 1962. Pexuccep Dayapy bouapos. Cuenapuct Cepreii Muxanxos. Axteppi: Anexcanyp bapcos, 
Bosa ®ypMankesuy, Asenia AOpamos u zp. J[pama. 
I[puxoqute 3aBtpa. CCCP, 1962. Pexuccep u cueHapucr Esrenuii Tamrkos. Axtepsi: ExarepnHa CapuHosa, AHaTouIMit 
Tlananos, FOpuit Topodeu, AnTonuHa Maxcumopa, Hayexya 2Kupotospa, Anexcangp Iupsuxgzt, FOpui benos, bopuc 
Bronkos u ap. Komegua. 


1963 
Bospume u MasenpKue. CCCP, 1963. Pexuccep Mapua DégopoBa. Cyenapuct Vocud Manesuy. Axtepsi: Oneca VBanosa, 
Bacunnit Topyaxos, HaHa Mensumkosa, Huxonait bapmun, Jles Caepamun, JIlro6opp BuponaitHen, Bacumuit JImpaHos u op. 
J{pama. 
Masrenpkue pbijapu. CCCP, 1963. Pexuccepsi: Hunenb Henopa-Lynaa, Teso Lynas. Cyenapuct: Saumep Kunnann. 
Axtepsi: Jlono Yorosay3e, Jaro Puopran3e, Huno Hartay3e u ap. pama. 
Mens 30ByT Koxa. CCCP, 1963. Pexuccep AOzynna KapcaxOaes. Cuenapuct Huccon 3enepancxuit. Axteppi: Hypman 
Cern36aes, M. Koxenos, Cynbuap Kypabaepa u ap. Komequa. 
Cayuaii B JJam-Kane. CCCP, 1963. Pexuccep Mepey Araxanos. CueHapuctsr: Mopuce Cumamko, Huxonaii DuryposcKui. 
Axtepsi: Kymryx Xomxaes, Jlypapi Canapos, Anvaryib AnHakysMesa ip. J[pama. 
Tpyaupie neru. CCCP, 1963. Pexuccep Bceponog LBetkos. Cuenapuct KOpuii Coraux. Axkteppi: Anekcanyp Kexuu, Tena 
Buproxos, Tatpsua Ienbtryep u ap. Komequas. 
Yanna Hbrotona, jzom 1. CCCP, 1963. Pexuccep Teonop Byssdosuy. Cuenapuctst: Teogop Bynpdosuy, DJyzBapy 
Pag3unckui. Axtreppt: HOpuii Unenxo, Jlapuca Kagounukosa, Esrenuii Dpugman, Esrenuit Aracdouos u zp. J[pama. 


1964 
Alo6po noxanoBatTh, win TWocropoHHum Bxoy Bocnpenmen! CCCP, 1964. Pexuccep Siem KaumMos. Cuenapuctsl: Ceméx 
Jlynrun, Wea Hycunos. Axtepst: Esresuii Escturnees, Apuua AneitHuxosa, Una Pyroepr, JIuqua CmMupuosa, Asexceit 
CmwupHos, Buxtop Kocsix u yp. Komequa. 


1965 
Buumannto rpaxkjan 4 oprann3ayni. CCCP, 1965. Pexuccep Aptyp Boireyxui. Cuenapucr Oner I[poxonenko. AxtTepst: 
Butannit benakos, AnTomia Counsxo, TOpuit Jleonuyos u ap. [pama. 
3BOHAT, OTKPOlTe AWBepb. CCCP, 1965. Pexuccep Anexcanap Murra. Cuenapuct Anexcanyp Bonogun. Axtepsr: Enena 
TIpoxmosa, Ponan berkos, Buagumup besoxypos, Cepreii Hukonenko, Omsra Ceménosa, Buxtop Kocpix u ap. J[pama. 
Mmumo oko ufyT moe3ga. CCCP, 1965. Pexucceppi: Sayapy Taspunos, Banepulti Kpemues. Cuenapucrtsi: JIroOops Ka6o, 
Asexcanyp XmenuK. Axtepsi: Jles Kpyrmpm, Mapua Creppuxosa, Sra Hexpacosa u gp. J[pama. 
Hapaxyenne. CCCP, 1965 (Hopenna u3 dunbmMa «Onepauna «bb»). Pexuccep Jleonua Taiigaii. Cuenapucrsi: kos 
Koctrokoscxuit, Mopuc Cnodogcxon, JIeonuga Taiigatt. Axteppr: Anexcanyp Jjempanenko, Hatanba Cene3sHépa, Buxtop 
Tlapnos u yp. Komen. 
Ilepspaa bactrusama. CCCP, 1965. Pexuccep Muxann Epuios. Cuenapuct lOpuit Axopnes. Axtepsi: Banepuii PomopHenkos, 
Exus3azpeta Comogosa, EBrenuii Matsees u ap. Jpama. 


1966 
Tlepspnri yautemb. CCCP, 1966. Pexuccep Anazpett Konyanoscxui. Cuenapuctsi: Unaru3 Avirmatos, bopuc Jlobporeecs, 
Augpei Konuanoscxuit (aBTop ogHouMeHHOM moBectu — YU. Ajitmatos). Axtepst: bonor bermenanues, Hatanpa 


Apuuboacaposa, J]. Kyroxoza, MW. Horaiidaes u ap. pama. 

Pecny6Oamka LIK). CCCP, 1966. Pexuccep Pennaguit Monoxa. Cyenapuct Jleonuy Iantrenees. Axreppr: Cepreti HOpcxuii, 
tOsma bypsiruna, Tapen JIycnexaes, Anexcanap Menpunkos, Anatom CronOos u ap. /jpamatuueckas KoMeyHaA. 

Tenn craporo 3amKa. CCCP, 1966. Pexuccep Mapua Myat. Axtepsi: JI. [yOanHos, B. Mypapses, M. boszyman, FO. 
Ilys3nrpes, FO. JIyaenxo u ap. Jlerexrus. 
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Tpu c nosoBHHOH AHA 43 2KH3HH WBana Ceménosa, BTOpOKaccHHka HW BTOoporoqHHKa. CCCP, 1966. Pexuccep 
Koxnctantuu bepe3soscxuit. Cuenapuct Jles Jjapprqpres. Axteppi: Baagumup Bopobeit, Enena Kanammmuxosa, bopuc Uxnos u 
ap. Komeyua. 


1967 
Aenb comnna u yoxRAA. CCCP, 1967. Pexuccep Buxtop Coxonos. Cuenapuct DyBapy Pay3suuckui. Axteppr: AmeKcaHyp 
Bapuuos, Anatomuit Honos, Cpetimana Capénopa, Muxaus Kosaxkos u ap. J[pama. 
JIvanas xn3Hb Ky3aepa Banentuna. CCCP, 1967. Pexuccepsi: Una ABepdax, Uropp MacuennuKxos. Cuenapuct Hatampa 
Psa3anyesa. Axteppi: Buxrop Unsuués, Tamapa Konosasosa, Muna Cepreesa u ap. /pama. 
A Bac s100n0... CCCP, 1967. Pexuccep Unba Ops3. Cuenapucr Muxan JIbposcxuii. Axtepsi: Buxtop [lepesanos, Buonetra 
XycuyoBa, Buran Osanecos, Jlopa YMaposa, Banepuit Pppxaxos, Esrenuli Becunx, Hatamsa Cene3Hésa u ap. Komequiinasa 
Meylogpama. 


1968 
Tosu@crpum. CCCP, 1968. Pexuccep Bnanumup Jlopranb. Cyenapuct Oner IIpoxonenxo. Axtepbr: Huxonali bypisaes, 
Banentuy Mapuenko, Esena Jleryposa, Teoprui Bunun u gp. J[pama. 
AoxKuBeM 0 TOHe_eILbHHKa. CCCP, 1968. Pexuccep Cranucnas Pocroykuii. Cuenapuct Teopruit Tlononcxnii. Axtepst: 
Bsuecnas Tuxonos, Upuna Teyveppnkosa, Huna Mensummkosa, Muxann 3umMun, Onpsra Ku3Hesa, Obra OctpoyMosa, Mropp 
Crapsirun, lOpuit Uepuos, JIto6onn Coxonosa u ap. J[pama. 
Kora a O61 MaseHbKuM. CCCP, 1968. Pexuccep Ansbrupyac Apamuuac. Cyenapuctsr Amsrupgac Apamuuac, VuxoKac 
Mepac. Axtepst: JImHac Kpvmonac, fOsma Kapasaycxatite, Sena Pemnuiayckene u Ap. Menoypama. 
Myxckoii pasropop. CCCP, 1968. Pexuccep Urops Wlatpos. Cuenapucter: Baneatuu Exos, Bagum Mponos (aBTop noBecTH 
«YUTo kK uemy» - B. Wponos). Axrepsr: Huxonatt Axontos, Anexcanap Kapanepos, Bacusmit Wyxumu, Hiner Moruxkosa, 
Jleonuy Kypapnés u ap. pama. 
Tlepexoqupni Bospact. CCCP, 1968. Pexuccep Puyapy Buxropos. CueHapucr Amexcanyp XMesmx. Axteppi: Emena 
IIpoxmosa, Cepexa Makees, Burannit Cerega, Anexcanap bapcxuii, Jlena becnanosa, Urops JIeqoropos u zp. Apama. 
Ypok sutepatyppi. CCCP, 1968. Pexuccep Anexceti Kopenes. Cuenapuct Buxtopua Toxapesa (aBTop paccka3a «Jeb 6e3 
BpaHba» - B. Toxapesa). Axreppi: Esrenuii CreOsos, Jleonug Kypapnés, WnHa Maxkaposa, BanentuHa Manasuna, Esrennii 
JIeonos, JIapuca [anmkosa, JIro6osh JloOpxanHckaa, Totmm6 Ponuucon, Buxtopua Dégoposa, Huxonati Ilapdénos u gp. 
Komen. 


1969-1985 


1969 
3aBTpa, TpeTbero anpeas... CCCP, 1969. Pexuccep MVropp Macnenyuxos. Cyenapucr Baagumup Basyuku. Axrtepsl: 
Cnasa Topomenkos, Hatanba Yanunosa, Kena Mansanues, Jlapnyca Manepannas, Anexcanap JjempaHenko, Buxtop MUspuyés, 
Tlapen Jlycnexaes, KoncrauTun Pattkuy u ap. Komeyma. 
Maapunm«ku. CCCP, 1969. Pexuccepsi: JIleonuy Maxapsres, Aan Waxmanuesa. Axtepsi: Anapeti KonctanTuHos, Buxtop 
Kyxos, Maiia bynraxosa u gp. /[pama. 
Crygent. CCCP, 1969. Pexuccep Huna Kogatosa. Cuenapuct Banepuii Koctmu (aBToppl OfHOMMeHHOM mbecer — A. 
Tpudoexos u II. Katennu). Axteppr: Oner Tadaxos, Jleonuy Tanne, Enena Ko3enpxosa u ap. Komenna. 
Sl tromuro Teés, yantemb. CCCP, 1969. Pexuccep Tacan Cenndetinu. Cienapuct Maxcyn VW6oparumO6ekos. Axtepsi: 
Cynetiman Aneckepos, Hacnoa 3eiHanosa, Wladura Mamejosa u ap. J[pama. 


1970 
Buumaune, uepenaxa! CCCP, 1970. Pexuccep Ponay brrkos. Cyenapucrsi: Ceméx Jlyarmu, Usa Hycuuos. Axtepsi: Cammua 
Byganosa, Anexceli Epuios, Anypei Camotonkun, Muxaum Maprupocan, Amexceit baranos, Upuna A3ep u ap. Jpama. 
Bomme6nan cua. CCCP, 1970. Pexuccep Haym bupman. Cuexapucr Buxtrop J[paryucxnit. Axrepsr: JItoqmMuna Cena, 
Huxkonaii Tpodumos, Kocta Lenkaes, JItoqmuna BacrotuHckas, Mrops borgaHos, Huna Ypraut, Tatbana Jloponuua, Apkanuit 
PaiikuH u ap. Komegua. 
3ou0TbIe 4acbr. CCCP, 1970. Pexuccep Mapx Tommaués. Cuenapuct Jleonuy Uanrenees. Axteppr: Anqpelt Huxonos, Oster 
Wopun, Buxtop Tna3bipux, Amexceti CMupHos, Capemuii Kpamapos u yp. [pama. 
Ilepecrynu nopor. CCCP, 1970. Pexuccep Puyapy Buxtopos. Cuenapucr Anatonmmit [pedues. Axteppi: Eprenuii 
Kapespcexux, Upuua Koporxosa, Koncrantun Kourknu, Hatanpa Persaropa, Muxans JIo6e3Hos u ap. J[pama. 
Taina xee3HO ABepu. CCCP, 1970. Pexuccep Muxaun FOsosckuit. Crenapuct Amexcanap Peipxesckuit (aBTop noBecTu 
«len mo ropoxzy Bomme6HuK» 1O.Tomun). Axtepbi: DBanbyac Muxamronac, Angapeti Xappioun, Ammca DperinpATHx, Oser 
TaOaxkos, Capemmit Kpamapos u ap. DantacTHueckasd KoMequA. 
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1971 
Ma.renbkan ucnoseab. CCCP, 1971. Pexuccep Ansrupgac Apamuuac. Cuenapuctsi: Ambrupaac Apamuuac, Mxoxac Mepac 
(aBTop noBpectu «ApOepou» B. byOuuc). Axteppi: Angproc Kapka, Pyra Cranmumionatite, Pequmuuac Kapka u zp. J[pama. 
Ox, yx 91a Hacta. CCCP, 1971. Pexuccep IOputi Todeqonocyes. Cuenapuct Banentuna Cnupuna. Axtepsi: Mpa Bomkosa, 
Tana Hescxaa, Cepreii Kyckos, Hatanba DBo3quKospa, Huva Apxunosa u ap. Komequa. 
«Turpbp Ha sbay. CCCP. 1971. Pexuccepsi: Banentun Ko3auxos, Ampoepr Ocnnos. Cuenapuctsi: Buxtop Mepexko, 
Hukonaii TopdyHos. Axtepsr: Honma Kopuesa, Buta Cuopxos, JIuma CocHosckuii, Cama Kpusenko, Hatanba Dateesa, 
Buagumup lpammarukos u yp. J[pama. 
Iyrure? CCCP, 1971. Pexuccepsir: Vropp Wemryxos, Huxonati Komenes, Banestuny Mopo3os, Banepuii UeayHos. 
Cuenapuetsi: Huxonai Komenes, Banextaa Mopo3os, Banepuit UeayHos, Paguii Moroguu, Banepuii Monon. Axtrepsr: Kena 
Yrkuu, Kena Cyuikos, bopuc Gupxos, Jltoqmusa Uypcuna, Cnasa bypmuctpos, Muxan Koxoxos, Banepuii Pepkakos u Jp. 
Komen. 


1972 
Beperu apyra. CCCP, 1972. Pexuccepst: Myxtap Ara-Mupsaes, Mca Kapumos. Cuenapuctst: Bragumup bapadam, 
Apocuas Orso. J[pama. 
Bospuiaa mepemena. CCCP, 1972. Pexuccep Anexceiti Kopenes. Cuenapuctsi: Amexceit Kopenes, [eoprui CaqoBHuKos. 
Axteppt: Muxaum Kononos, Esrenuit JIeonos, Ponan brrkos, Anmexcanyp 30pyes, CBetianHa Kprouxospa, KOpuit Ky3bmenkos, 
Capemmii Kpamapos, Hatanusa boryHosa, Hatanba [Bo3quKoza, Buxtop IIpockxypuu, Banepuii Hocux, Huna Macmosa, Upuna 
Asep, JItogmuna Kacarkuua, Banentuna Tampi3nna, Muxann Anuun, JIes Lypos, JIrocbena OpynHHuKoBa U Wp. Komenua. 
Ouxapuk. CCCP, 1972. Pexuccép Anprumantac Bugzyrupuc. B ponax: KyOanprdex Aspidaes, bepmeta Manuxopa, Oster 
Kapxkapyes 1 ap. J[pama. 
Ilepepoy c anrsauiickoro. CCCP, 1972. Pexuccep Vuecca Cene3Hépa. Cuenapucrsr: Teoprut Tononckni, Hatanpa 
Hommunua. Axtepsi: Malta bynraxopa, [eopruit Tapatopxun, Anypeit Teneta, Apmen J>xurapxananH, BanenTuna Tasi3uHa 
ap. Jpama. 
Touka, TouKa, 3anataa... CCCP, 1972. Pexuccep Anexcanyap Murra. Cuenapuetsi: Muxani JIbBoscxui, Anexcanyp Murra. 
Axtepsi: Cepreii JIanyenxo, Muma Kosnoscxuii, FKOpui Huxynun, Esresnit Tepacumos, BaagumMup 3amanckuit, Kanna 
TIpoxopeuko u ap. Komequa. 
Yunteib nenua. CCCP, 1972. Pexuccep Haym bupman. Cyenapuct Smunb bparuncku. Axtepbr: Axnypei Tonos, 
JIrogmuna Vipanopa, Upuna Andéposa, Kouctantun Komrkun, Esresuit Escruruees, JItoqmMuna Apuuuna, AsiekcaHyp 
Jempsnenko, Teopruit tun u ap. Komegua. 
Uyaak u3 natroro "Bb". CCCP, 1972. Pexuccep Visa ps3. Cuenapuct Bragumup ?Kene3sHukos. Axtepsi: Anypeli 
BotHoscKkni, Posa Arumesa, Tatpana [lenstyep, Huna Koppuenko, Huxonait Mep3nuxuu, Esrennit Becunx u ap. Komequa. 
FOunpKka. CCCP, 1972. Pexuccep Konctaytuy )Kyx. Cuenapuct Esrenua Pyaprx. Axtrepsi: Upuna Bapneti, Buxtop Lapsxos, 
Cepreit I[poxanos u ap. [pama. 


1973 
Becésmie ucropuu. CCCP, 1973. Pexuccepsi: Anbrumautac Kyuyanuc, Curuc Jlyxmac, Cracuc Moretonac. Cyenapucr u 
aBTop paccka30B Huxonali Hocos. Axtepsi: JJaitpa Jlayérute, Anéuia Jlexucos, Aprypac ITpapyusonuc u ap. Komequa. 
Tye 9TO BuAaHO, rye ITO cbIxaHO. CCCP, 1973. Pexuccep Banentun Topmos. CyeHapuct Mapua 3Bepesa (aBTop paccka30B 
—B. Jparyucxun). Axrepsi: Cepexa Kpynenukos, Anemia Cuporkuu, Antounua [lapnresa u ap. Komequa. 
Kaxjbii Beyep nocae padoTer. CCCP, 1973. Pexuccep KoxucrantuH Epmios. Cuexnapucrsi: Koxucraytun Epuios, Oser 
IIpoxonenko (astop mopectu «Enena Huxonaesna» M. Isryurko). Axteppi: 3unanfga CraBunHa, Anexcangp Tpape, Upuua 
Byynna, Huxonai [puupko u ap. J[pama. 
Kansas B Mope. CCCP, 1973. Pexuccep u cueHapuct Akos Ceres. Axtepbr: Cama Macnenuukos, Banentuna Temeruua, 
JIummana Anenmukosa, Apuua AreiHuKosa, 3041 DEoposa u Ap. Komequa. 
Koptux. CCCP, 1973. Pexuccép Huxonait Kanunun. Cuenapuct 4 aBTop OAHOMMeHHOM MoBectH Anatomui PpiOaKkos. 
Axtepsi: 301 MeqopoBa, Immanyus Buropran, Jleosuy KmMut, Poman Oununnos, Buxtop Ceprayes, Hatamsa Uemopyposa, 
Cepreti Leskynenko u gap. JerexTus. 
Tloxap Bo *bsnrese, HM NOABUT BO JHAax. CCCP, 1973. Pexuccep Esresuit Tatrapcxuli. Cyenapuct Banepuit Tonos (aprop 
paccka3os — B. J[paryucxuit). Axteppr: Cama Muxaiinos, Cama XMenbHnukui, Oner Jlanp u ap. Komegua. 
Pa3npie s0qu. CCCP, 1973. Pexuccep: Tenuaguii Hapnos. Cyenapuct Hatanpa Jlonununa. Axteppi: Buagumup Vpanos, 
Butasmii Opanecos, Asma boruua, Anexcangp bopazyKos, Tennagui Caiidynuu, Upuna Mypappésa, bopuc Unpxos, Hatapa 
Caiixo u yp. pama. 


1974 
Basbkunbi napyca. CCCP, 1974. Pexuccep Huxonait 1Kykos. Cuenapuct BanestuHa Cuupuua. Axtepsr: Angpeii Lenkano, 
@Mennxc Cmupuos, Tepa Koroscxnii u ap. J[pama. 
Becennne nepeseptpmmn. CCCP, 1974. Pexuccep [puropui Apoxos. CryeHapuct 4 aBTop OMHOMMeHHOH NoBecTH Buayumup 
Tengpakos. Axtepsi: Pomay Mayauos, JIlapuca Manesannas, Huxonait Mexsxos, JIes Typos, Huxonait Cpuusxo u gp. /[pama. 
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3emuble u HeOecHbIe IpHkO“eHHA. CCCP, 1974. Pexuccep Vrops Berpos. CyexHapuct IOpuii Wapxomenko. Axrepsi: 
Auatommi Maremko, Enena [snoko, Banepuii posoropos, Enusapeta Jleyopa, Muxann Tsry3ckuii, Jlaiimounac Hopeiixa, 
T'me6 Ctpwxenos u ap. J[pama. 

Kpnu u ABanopTpess. CCCP, 1974. Pexuccep Dayapy Taspunos. Cuenapuct }O3 (Vocud) Anemrkoscxnit. Axteppi: Anzper 
Kongpatbes, Kata Ky3Heyosa, Jleonuy Kypapnés, Jlapuca JIpxuaa, Bnagumup 3amanckuit, Jitoqmuna TnagqyaKo u gp. 
Komen. 

JDxnnka, win Manenpkaa 10%Kb 4 601bLIMe HenpuaATHOcTH. CCCP, 1974. Pexuccep: Asma Cypukosa. Axteppi: Bono 
Ilycrosut, 30pui Kopanb, Mapraputa Koutesesa u ap. Mro3nki. 

He Oommr ronosa y Autaa. CCCP, 1974. Pexuccep unapa AcaHosa. Cyenapuct IOpuii Kienuxos. Axteppt: AmekcaHyp 
Ke3ssaes, Enena Upmuaxosa, Anexcangp borganos, Mpa Ooonsckaa, Exatepuua Bacubesa, Huxonaii Dpuupxo u ap. J[pama. 
TlocneqHee eto wetctBa. CCCP, 1974. Pexuccép Banepuit PyOunuux. CueHapucT u aBTop OJHOMMeHHOM MOBecTH 
Auatonuit PrrOakos. Axtepbr: Bnagumup Antouuk, Esrenuii Encturnees, Bayecnap Monoxos, Cepreii bemak u ap. [pama. 
Iitnubr Hay ropoxom. CCCP, 1974. Pexuccép Cepreit Huxonexnxo. Cyenapuctsr Ceprett Huxonenko, Cemen Mpeiimmx. 
Axteppt: Muxaun Diy3cxui, Uropp Mepxysos, Apna Xaputou, Cepreii OOpa3os ui zp. J[pama. 

Takue BEICOKHe ropbl. CCCP, 1974. Pexuccep LOsma Comnyesa. Cyenapuct Banentuna Huxurkuua. Axtepsi: Cepreli 
Bongapuyk, Konctantun Cmupuos, Upuna Cxoouesa u ap. /[pama. 


1975 
B oxngannu aya. CCCP, 1975. Pexuccep Cnodayan Kocosanuy. Cuenapucrsr Vocud Onpmanckui, Hina Pynuesa. 
Axtepsi: BiayumMup Emenpanos, Cepreti Ileryxos, Huna Menpumxora u ap. J[pama. 
AHeBHuK AMpeKTopa wWIKObI. CCCP, 1975. Pexuccep bopnc ®pymun. Cuenapuct Anatonmi Tpedues. Axteppi: Oster 
Bopncos, Ma Capsuua, Asma Iloxposckas, JItoqmusa Typuenko, Enena Conosett, Teoprui Tetix, Huxonait JIaspos, lOputi 
Bu36o0p, Buxtop Ilapnos u ap. /[pama. 
Jlio60Bb c nepBoro B3riaiaga. CCCP, 1975. Pexuccep Pe30 Ocay3e. Cyenapucr Onyapy Tonomb. Axtepsi: Baxtaxr 
Tlanuynuy3e, Hatanba TOpu3qnikas, Pama3 UxuKpayse u ap. Komequa. 
Mensio codaky Ha nmaposo3s. CCCP, 1975. Pexuccep Huxuta Xyoos. Cuenapuctsi: Ceprett Muxankos, Huxuta XyOos. 
Axteppi: J[mutpuii Iesenes, Tatpana Jlasposa, Buxtop Ceprayés, mMutrpuit Aoknun, [apen Ilanxos, Oner TaOakos u ap. 
Komen. 
Tlopacaroumi bepenyees. CCCP, 1975. Pexuccep Wrops BosHecenckuii. Cuenapuct Buagumup Horoukui. Axtepst: 
Cepreii OOpa30n, Anapeli Xappioun, Esrenuii Escruruees, JIuaua 1K ypxuna, bopuc Mspanos, Jleonua Kanescxuit, JIes J[ypos, 
Asiexcei CMupuHos Hi yp. Komen. 
Ily3sbippku. CCCP, 1975. Pexuccép Banepuii Kpemues. Cuenapucr AnexcaHap XMesux. Axtepsi: Mropp Monoguxos, 
Banepuii Mapxos, Top Caaxax u ap. Komequa. 
Cro jane nocae yeTcTBa. CCCP, 1975. Pexuccep Cepreii Conosbes. Cuenapuctsi: Anexcanyp AmeKcaHypos, Cepreii 
Conosses. Axtepst: bopuc Toxapes, Tatsana J[pyouy, Upuna Mansnuesa, Opn Arumuu, Huna Menpumxosa, Cepreii 
Iaxypos, Apuua Aseiiuukosa u yp. /[pama. 
Takas KopoTKas fourad *Ku3Hb. CCCP, 1975. Pexuccep Konctantun Xysakos. Cyenapuct Vocnd Onpmanckuit. Axtepst: 
Csetnana Hemonsesa, Jumutpuit Kpeyeros, Hagexya Dexocora, Jlapuca [pedenmuKopa,Anekcanyp JIa3apes (cr.), JItocbena 
OxsuyHHnkosa, [exxHaaui Mponos, Bepa Amentosa J[pama. 
Wkoua rocnoyuna Mapnuyca. CCCP, 1975. Pexuccep Muxk Muxusep. Cuenapucrst: Apso Kpyycemeut, Jlemout 
Pemmensbrac. Axtepni: Xappu Ksipputc, Autc Ocxona, Mapua Kneucxas, Kanbé Kuiicx, (Opn Apset u yp. J[pama. 
Uro c rodoi mpoucxogntT? CCCP, 1975. Pexuccep Buagumup CapyxanHos. Cyenapucr 1O3 AsemrkoscKuit. AKTepst: 
Bsayecnas Bapanos, Ona lonomapesa, bopuc 3aiiqenbepr, Janyra Cromsapcxaa, JIuamana Anemnukosa u ap. J[pama. 
Uyxvne mucpma. CCCP, 1975. Pexuccep Unpa AsepdOax. Cuenapuct Hatanpa Pasanyesa. Axrtepsi: Upuna Kynuyenko, 
CxretrmaHa CmMupHosa, Cepreli Kopanenkos, 3uHanga Wapko, Oner Ankosckuit, MBan boptuuk u ap. /[pama. 
STO MbI He npoxoAMaH. CCCP, 1975. Pexuccep Unba ps3. Cuenapuctsr: Una Ops3, Muxaun JIbBospcKxuii. AKTepsl: 
Hatanba Ppruaropa, bopuc Toxapes, Angzpet Pocroukuit, TarbsHa Kanaepa, Upuna Kasmuosckas, AnTronuHa Makcumosa, 
Tarbana Ilenstuep, Hana 3orkuna, Bepa Bacumsesa u ap. /[pama. 
Ira TpepoxHan 3uMa. CCCP, 1975. Pexuccep Mropp Huxonaes. Cuenapucr Banentuna Crupuua. Axtepsi: AleKcaHyp 
Konos, Dzyapy Mapyesuy, Enena Kocreposa u gp. /[pama. 


1976 
Bee ye10 B Opate. CCCP, 1976. Pexxuccep Baneutun Topnos. Cuexnapucrsr: Hasen JIyarun, Banearun Topmos. Axtepst: 
Poman Mayanos, HOpuit J[yBaxnos, Haramia Ceseman, Mapuna Topmosa, Sneonopa [lamxkosa u gp. [pama. 
Apa kanutana. CCCP, 1976. Pexuccep Esrennit Kapesos. Cuenapuctsi: Esresuit Kapesos, Besvamuy Kapepuu (aBtrop 
O4HOMMeHHOrO pomana — B. Kapepun). Axtepsi: bopuc Toxapes, Cepéxa Kygpasyes, Enena Hpyguuxosa, JIena JloOxnua, 
lOpuii boratsipés, Huxonait Ppuyenxo, Upuna Teaeppuxosa u gp. pana. 
Anesnnk Kap.ioca Icnunoub1. CCCP, 1976. Pexuccep u cueHapuct BanentunH Cenmpanos. Axtepsi: Xocce bembmectp, 
Mapuua Myxunua, Kapsioc Coxo, Smeouopa Iamkosa, Baryecnas Ianesuy, Jikoqmuna Uypcnna u ap. [pama. 
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AonzyMa.ica, no3yqpaBiaro! CCCP, 1976. Pexuccep OSayapy Taspunos. Cyesapuct Anatom Ycos. Axteppi: AseKceli 
Epmos, Hatanpa Tennmesa, KOpa FOpses, JItoca Myxuna, Poman Mayanos, Dama Ionpckux, Oner AHodpues u ap. JIpama. 
K.nr04 6e3 npaBa nepegaun. CCCP, 1976. Pexuccep JuHapa AcaHopa. Cuexapucr Teopruti Tlononckuvi. Axtepsi: Enena 
IIpoxnopa, Amexceit Tletpenxo, JIuqua Denoceesa-Lyxumua, JIro6onh Mamunosckas, 3uHoBuM Tepat, ExatepuuHa Bacusbera, 
Oner Xpomenkos, AuBap AcaHos, Mapuua Jlestosa, Enena L[pmmaxosa u ap. [pama. 

Hecospepmiennoserune. CCCP, 1976. Pexuccep Bnagumup Poropol. CueHapuct Oyyapy Tonos. Axtepsr: Biayqumup 
JIerenkos, CtTanucnap ?Kaanpxo, Hukonaii Mypasbés, Jleonug Karopos, Hasen Huxonau, Bepa Bacumbespa, FOpuit 
Ky3pmeukos, LOpuit Meypeyes u yp. Jpama. 

Onposepxenne. CCCP, 1976. Pexuccep IOpui Kasrapag3e. Cuenapucrsr: Bacusuii Apyamatcxui, TOpui Kastapaze. 
Axteppt: JImmuana Anenmukosa, bopuc l'ycakos, Huxonait Cxopoooratos, [érp Hepoaxkos u ap. J[pama. 

Ocrpos ronoctu. CCCP, 1976. Pexuccepsi: FOnmit Cyncxui, bopuc Wnnenxo. Cyenapuct Anexcanyp Buacos. Axtepsi: 
Buagumup Angpees, Ona Jlemutesckas, Butannit Jlodsnu u ap. pama. 

Tlogpanxu. CCCP, 1976. Pexuccep u cyenapuct Huxonai Tydenxo. Axteppi: }Oo3sac byypaiiruc, Anexceit YUepctsos, 
Teopru bypxos, Anexcanyp Kanaruu, 7KanHa bonorospa, Ponan berkos, Huxonaii TyOenxo, Hatanpa Cynaapesa, Esrenuit 
Exscruruees u yp. J[pama. 

Ilo cekpety Bcemy cBety. CCCP, 1976. Pexuccép Urops Jodpomobos. ABtop cijeHapua u paccka30B JleHuc J[paryHcKuii. 
Axtepsi: BragqumMup Crankesn4y, Amexceli Ca3onos, Ceopruit besos, Banentuua Tesmuxuua u ap. Komequa. 

IIpegatesbunua. CCCP, 1976. Pexuccep Huxuta XyOos. Cuenapuctsi: Banepuit Jemun, JIroqmuna Jlemuna, Huxuta XyOos. 
Axtepsi: JIapuca brmuosa, Teopruti Kusuyes, Mropp Kyauu u ap. /[pama. 

Posbirppnu. CCCP, 1976. Pexuccep Bnanumup Menputos. Cuenapucr Ceméu JIynruu. Axtepsi: J[mMutpuii Xapatpan, 
Eprenua XanHaepa, Hatanba Baspunopa, Anapelti Tyces, Epgoxua TepmManosa, Omer Tadaxos, Hatanba Dateepa, 3uHOBUI 
Tepat, Bnagumup Mexsuios, lappy bapa u ap. My3pikasibHas Jpama. 

Tumyp 4 ero Komanya. CCCP, 1976. Pexuccepsir: Anexcanyp bnanx, Cepreit JImaKos. Cuenapuctsi: Anexcanyp bank, 
Cepreit JImnxos, Huua JlappiqoBpa (aptop nopectu — A. Tatiqap). Axreppt: Anton TaOaxos, Mura Tpetbakopa, Bayecsas 
Bapanos, Jles Ugamr«nn, Jleonua Kypapnés, bpyHo MpetHamHx, JIroOonb Coxonosa, Hukonaii [puusxo u mp. J[pama. 

I[setnr 1a Osun. CCCP, 1976. Pexuccep Payomup Bacunescxnit. Cyenapuct Paguit Iloroqun. Axtepsi: Anna Hayrounii, 
Anexcauyp JIuxaues, Baym Iesyenko u ap. Mesogpama. 


1977 
AsmaMbic 1yeT B wKOJy. CCCP, 1977. Pexuccep AOzynna KapcaxOaes. Cuenapuct Posa XycuytquHosa. Axteppi: EpmMex 
Tonen6aes, Ypan Cap6acco, baxen Kpigpikeeza u ap. /[pama. 
Ho6pota. CCCP, 1977. Pexuccep Dayapa Tappunos. Cuenapuctsi: Cemen Jlackun, Bacumui Conmopnés (aBTop nmoBecTu 
«AOcomoTHBI cryx» - C.Jlackmu). Axteppir: Tamapa Cémuna, Jleonuy Hesegomcxuii, Huxonaii KoncrantuHos, Baayqumup 
3Barnu, Anypeli Dyces, Ammua Ioxposcxas u yp. pama. 
7KuM-0bL1M B Teppom kacce... CCCP, 1977. Pexuccep Mapraputa Kacrimospa. Cyenapucter: BiagumMup )Keme3HuKos, 
Asiexceti JIeontbes (aBtop mosectu «Iloromjui TpocrHuK» I. Tanaxospa). Axtreppi: Cuno Axmeyos, Yiryr6ex Caypikos, )Kena 
BaOaes u zp. J[pama. 
Mapka crpausi Torgesyner. CCCP, 1977. Pexuccép KOnmii Malit. Cyenapuct Buagumup Tonosanos (aBtop mosectu C. 
Morumescxas). Axteppi: Taser Maxegouckuii, Esrenuti JInpuruu, Jleonuy Pucos, Ua Capsuna u gp. JIpama. 
Tloceqnaa Boika. CCCP, 1977. Pexuccep bopuc Hamexuu. Cryenapuct VW. Buruy. Axtrepsi: Anexcanyp Vpaxun, Esrennit 
Tepacumos, Jltoamuna Vpanosa u ap. J[pama. 
IIpuesxan. CCCP, 1977. Pexuccep Baneputi Jloncxow. Cyenapucr Aptyp Makapos. Akxrtepsi: )KaHHa 
IIpoxopenko, Anexcanap Muxatinos, Enena Ukonuukas u yp. Menoypama. 
Wkounpiii Bane. CCCP, 1977. Pexuccep Hasen JItoOumos. Cyenapuct Anna PognMonosa. Axteppr: Enena Lpmmakosa, 
Cepreit HacnOos, Esresua Cumonosa, Hatanba Bunpxnua, FOpuit Conomun, Huna Menpuimkosa u Ap. Mesoypama. 


1978 
Basamyt. CCCP, 1978. Pexuccep Buagumup Porosoit. Cuenapuct Cepreit bogpos (ct.). Axteppi: Banum Augpees, Hatapa 
Kas3Hayeesa, Huxonait Jlenucos, BuagumMup Wnxos, Banentuna Kiaruna vu op. Komequa. 
Korga s crany BesukaHom. CCCP, 1978. Pexuccep Wana TymManan. Cuexnapucrsi: Wana TyManan, Anexcanap Ky3Henos. 
Axteppit: Muxaum Edpemos, Hatauia Cesemau, JIua Axezpxaxopa, Wana Yapanopa, Mapuna IImmancxas, Oner Edpemos, 
Buagumup Kaya u ap. pama. 
Tlocnequnit mance. CCCP, 1978. Pexuccep Sayapy Tappunos. Cyenapucter: Upuna Padxuna, bopuc PaOxuu. Axktepsi: 
Auypei Maptsinos, Jleonuy Katopos, Oner Edpemos, Mapuna JIestopa, Angpei XappiOun, Anatom Ky3xenos, Jiro0oBs 
Coxonosa, JlronmMuna Waranosa, BanextuHa AHansnua, Hatasba PBo3quKopa, AnekcaHap Kapamepos u gp. [pama. 
Pacnucanne Ha nocae3zaBTpa. CCCP, 1978. Pexuccep Uropp Jloopomobos. Cuenapuct Huna Domnua. Axtepsi: Oner Jam, 
Mapraputa Tepexosa, Tamapa J[errapépa, Amexcangp JleHbxos, Asexkcanap J{eHucos, BanentuH Huxynun, Bsauecnas 
Bapanos, IOpuii Bopotauukui, Bnagumup ConogosHukos, Upuna Mermuuxas, Tonuna Menpegesa, Esrenuit Credsop, 
Banentuua Tutosa, bopuc Hosuxos wu yp. /[pama. 
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Cyaetca KBapTupa c pedenkom. CCCP, 1978. Pexuccep Buxtop Kprouxos. Cuexapucr Dayapy Axonos. Axteppr: Esena 
@Merucenko, Amexcanyp Konos, Muma Koxexun, JItogmuna J[bakonopa, Waser Buunux, Anna Memepskosa, Burannit 
Conomun, Huxonati Mapdénos u ap. Komegua. 

Cmusiyiica wag Hamu. CCCP, 1978. Pexuccep Ansrupyac Apamuuac. Axteppi: Amsrupgac Jlarenac, J[mutpuit 
Mupropoyckuit, Tatbana Matioposa u yp. J[pama. 

Ypoku ppanny3sckoro. CCCP, 1978. Pexuccep u cyenapucr Esrenuit Taurkos. ABTop oHOMMeHHOrO paccka3a — BasledTHH 
Pacnyruu. Axteppr: Muxaum Eropos, Tatbava Tamora, Canuna Ayxkuua, Banextuna Tami3nHa, bopuc Hopuxos u ap. /[pama. 


1979 
Baédymkun Buyk. CCCP, 1979. Pexuccep Ayons bepryuxep. Cuenapucr Ognyapy Axonos. Axtepsi: [paupa 
Mxurtapau, Hayexya Lynp2xenko, Hana Tep-Ocnnan, ApMex J>xurapxanau u yp. J[pama. 
Barara "Cempb Betpos". CCCP, 1979. Pexuccep AnToHuHa 3HHOBBeBa. ABTOp HoBecTH CuMoH ComopeltanK. AKTeps!: 
Auygpeii Tyces, Buxrop Kpsxosyes, Buxrop bopucos u gp. J[pama. 
B moeii cmeptu npowy BuHuTE Kaasy K. CCCP, 1979. Pexuccepsi: Huxonaii Jledbeqes, Opuect can. Cyenapuct Muxaun 
JIbposcxui. Axtepsi: Hayexya boprecanu-lopmrkosa, Bnaqumup Llesemsxos, Jlewa XonmoHocosa u Wp. Menoypama. 
Kameptoun. CCCP, 1979. Pexuccep Bunnen Hopax. Cuenapucr Jleonug bpacnapcxuii. Axteppi: Enena Wanna, bopuc 
Ca6ypos, Anyzpeit Taurkos u ap. J[pama. 
KysHeunk. CCCP, 1979. Pexuccep bopuc puropres. Cuenapuct DesmKc Mupouep. Axtepsr: JItoqMuna HuspecKxas, Huxonati 
Vganos, JItoamuna Apuunua, Anatom Pomammu, Mapuua Jlestopa, Bruecnas bapauos u mp. J[pama. 
Moi nepsaii apyr. CCCP, 1979. Pexuccep Akos ba3enan. Cyenapucrsr: Canna Cryyku, Anekcanyp XMesmK. Axtepsi: Erop 
Tpammatnxos, Banepuii Bnaqunos, Anna Domy6esa, Onsra Bonkosa u ap. J[pama. 
Ocennan uctropun. CCCP, 1979. Pexuccép Unecca CenesHépa. Cuenapucr Bayum Tpyaun (aBtop mospectu «OceHs» - 
Mapua IIpumexaesa). Axteppi: Pumma berkosa, Aya Porosiuesa, Butasuit FOmkos u ap. /[pama. 
Tloocka HeCKOMIeHHBIX JuHKHX WBeTOB. CCCP, 1979. Pexuccep TOpnit Unbenxo. Cuexnapucrsr: KOpuii Wsenxo, Omecp 
Touuap. Axteppi: Opa Maypxysia, Anexceit Uepctsos, Perumantac Anomaiituc, JIroamuna Edumenko, 3uHauya CraBnua H Jp. 
J{pama. 
II[puksioueHnaA MasieHbKoro nanbi. CCCP, 1979. Pexuccep mutpuii Kpynko. Cuenapucr Jmutpuii Kpynko (aptop 
mopecTu «Korga mama OBI MasieHbKuM»» A. PackuH).Akteppi: BanestuH FOukesuy, Amexcanap JlemMbaHeHKo, TaTbaHa 
Tompnuesa 1 ip. Komequa. 
I[puksnouenna I1ektTponnka. CCCP, 1979. Pexuccep Konctrantun bpomOepr. Cuenapuct Esrenuii Bentucros. Axtepsi: 
TlOpuit Topcyes, Buagumup Topcyes, Bacnauii Ckpomusili, Oxcana Asexceepa, Hukxonaii [punpKo, Esu3sapeta Hukuuuxuna, 
Buagumup Bacos, Huxonai Kapayenuos, Esrenuii Becuuk, Maiia bynrakosa u yp. DantacTuka. 
Ta cropona, rye Betep. CCCP, 1979. Pexuccep Barpam Kexsopxkos. Cyenapuct Baagucnas Kpanvueuu. Axtepsi: AmeKceti 
Menexos, Buxtop bepe3uu, Jlexuc Cxynaps, Mines Tuxonos u yp. [pama. 
TbI TOKO He Mau. CCCP, 1979. Pexuccep Anexceit Mopo3. Cuenapuctsr: Cepreti Usanos, Muxann Tepman. Axtepst: 
Jlena Cepega, Bonogaa Uydapes, Taser Kagounnkos, Banepua Uaiikoscxas uv ap. J[pama. 
YMBUTeIbHbIe NpukKO4UeHHA Jlenuca Kopa6mepa. CCCP, 1979. Pexuccép Uropp JoOpomrobos. CueHapucT u aBTop 
paccxa30s Jlenuc J[paryucxuii. Axtreppr: Cepexa IIucyHos, Anemia Bappamiena, Anexcanap Kyapirux u ap. Komequa. 
A Oyay *xAaTb. CCCP, 1979. Pexuccep Buxrop )Kusomyo. Cuenapucr Anatomui Crenanos. Axteppi: Hukonait Epémenko 
(mi.), AHHa TBenenéBa, Upuna Wesuyx, Koncrantun Crenanxos, Pura nagyuxo, WOpuii Kamopuoiii u ap. Mesogpama. 


1980 
Anéuia. CCCP, 1980. Pexuccep Buxtop Ooyxos. Cuesapuct Anatom Watikesuy. Axrepsi: Butanuit lOurkos, Hatanua 
@Mnopenckas, Dpuct PomanHos, TesHayui Kopospxos u yp. J[pama. 
Bam u He cHusoce... CCCP, 1980. Pexuccep Unsa ps3. Cuenapucter: Tanuna WepOaxosa, Una Ops3. Axteppr: Tatpana 
Axcrota, Huxuta Muxaiinosckuit, Enea Conoseli, Upuna Mupommuyenko, JInqua Denoceesa-Lyxmmua, AmbOepT Dus030B, 
Tatpana Ilenptyep, Pypuna Hudoutosa, Esrenuit Tepacumos, Jleonuy Punatos u ap. Menogpama. 
Heoxonuennpiii ypox. CCCP, 1980. Pexuccep Anatom TroTronHuK. Cuexapuct Buxtop Tepackun (aBptop nopectu «Korya 
MBI B3pocsieem» - H.3emepanckuii). Axreppi: Banepuit Huxudopos, Ambouna Martseesa, Tanna IlonpcKux u ap. J[pama. 
Tlogroroska K 9k3ameny. CCCP, 1980. Pexuccep bopuc Konyxos. Cyenapucter: Esresuii barupos, Anexcanyp IOposckuit 
(aBTop ofHOHMeHHOM MoBectu H. Jjemeutses). Axteppi: Enena Dunoreesa, [enxHagquii Ckomopoxos, Hatasba CrpwKenosa, 
Vou Yurypany u ap. Menoypama. 
Tlocneqnnii noder. CCCP, 1980. Pexuccep JIeonuay Menaxep. Cyenapucr Anexcanap anu. Axtepsi: Muxaun Yianos, 
Asiexceti CepeOpakos, Upnua Kynuenko, JIleonug J[pauKos, Banepuit Tataes, Esrenua Xanaepa, Buxtop [assis u zp. /[pama. 
Cnacateab. CCCP, 1980. Pexuccep u cuenapuct Cepreit Conosbes. Axteppi: Tatpana J[pyou4, Bacunuit Mumjenko, Cepreii 
IWakypos, Onbra benasckas, Bauecnas Kononenko, Anexcanap Kaliqanosckuii vu ap. pana. 
Tuxne Tpoeynuku. CCCP, 1980. Pexuccep Bayecnas Huxudopos. Cyenapuct Bragumup Uoroyxni. Axtepsr: JmMutpuii 
AuypvescKui, Cepexa Cxpnoo, Enena Antourox, Mapuna Jlestopa, Esrenua Xanaepa, Enena J[panexo, Ompra OctpoyMosa, 
Asxpoept ®us030B u ap. J[pama. 
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1981 
Bce naodopor. CCCP, 1981. Pexuccepsi: Burana Detucos, Brayumup Tpammarukos. Cuenapuct aspen Jlyaruy. Axtepst: 
Muxanm Edppemos, Onpra Mamas, Oner Tabakos, CBetaaHa Hemonsaesa, Anexcanap Hanmryrun u ap. Komenna. 
Kadeapa. CCCP, 1982. Pexuccep VUsan Kuacaupunu. Cyesnapuctsr: Upuna Tpexosa, Ceméx Jlyaruy, Mapk Pososcxuit 
(aBTop OfHOUMeHHON MoBectu — VW. Ipexosa). Axreppr: Anzpei Ionos, Capernana Ky3bmuna, Pocrucnas AnKosckuit, Danna 
Makaposa, Enea Crenanosa, MWropp Acynopuy, Enena AnTouenko, Anexcanap KaiiqanHoscKuii, Buxrop Ceprayés u Jp. 
J{pama. 
Hame npu3Banne. CCCP, 1981. Pexuccep TenHaguii Monoxa. Cuenapuctsr: TesHagqui Tonoxa, Esresuiti MutpKo (aBrop 
kHuru H. Ornes). Axtepsi: Banepnit 3on0ryxuu, apen Kagounnxos, Bacumuii Muuenko, Teopruii Teiix, Uropp Haymos, Ua 
Capsnua, Dégop Huxutun, Banentuna Tesmuxknua u ap. [pamatuyeckas KoMeyuaA. 
I[pasquuku jetctBa. CCCP, 1981. Pexuccepsi u cueHapuctTsr KOpuli u Pesuta Tpuroppessr. Axtepsi: Jitoqmusia 3aliesa, 
Cepreit AMocos, Oxcaua 3axaposa u yp. /[pama. 
I[puazyr crpacru-mopyactu. CCCP, 1981. Pexuccep u cueHapucr OpHect Acan. Axtepsi: J[Murpuii Ky3bmun, AXTOH 
Tpanar, JItoqmusa Wesens u ap. J[pama. 
I[pomanue 3a ueproi. CCCP, 1981. Pexuccep Kapen Tesopxan. Cuenapucrst: Kapen Tesopxan, Anexcanyp J[upanan. 
Axtepsi: JI. Manykan, A. Mupakan, B. IDry3au u ap. [pama. 
Cuer Ha 3e1eHoM nose. CCCP, 1981. Pexuccep Banentun Moposos. Cuyenapuct Dayapy Waa. Axrtepsr: Juma Becemkos, 
Catia Dnagkobopoyos, Ona Jlypenkosa u zp. J[pama. 
TpyaHoe Hayao. CCCP, 1981. Pexuccep Tenru3 Maranampunu. Cryenapuctsr: Spom Axsreyquann, Tesru3 MarasaniByin. 
Axteppi: Upaxnuii Xu3annmBuu, Hanu UnKsunng3e, Iammep Maranaurpysn u zp. J[pama. 
Uro 6b TH BEIGpan? CCCP, 1981. Pexuccep J[mnHapa AcaHospa. Cuenapucr Amexcanyp Kypraruvkos. Axtepsi: AHBap 
Acanos, Mapyuna Kpusnykas, Hacra HukospcKas, Apocnas Akosnes, JIugqua Denoceesa-Llykumua, Exarepuua Bacnsibesa, 
Enena Conoseit u ap. pama. 


1982 
Koupi6eubHan ia Opara. CCCP, 1982. Pexuccep Buxtop Boskos. Axtepsi: Erop Ppammaruxos, Jle#a Mockasenko, 
Bosoga 3oros u yp. Jpama. 
Mb xuIM To coceacTBy. CCCP, 1982. Pexuccep u cuenHapucr Huxonait JIsipaukos. Axtepsr: 7KanuHa IIpoxopeuko, Auypeti 
Maprtsinos, ANTOH Tonpnmes 4 yp. Menogpama. 
IIpocro yxac! CCCP, 1982. Pexuccep Anexcangp HonbrmHuKkos. CuyeHapucr Apocnas XapuweHKo (aBrop OJHOMMeHHOM 
mopectu HO. Coruuk). Axtepsi: JIuma 3amynuxH, CemeH Mopo30s, Anna byyHuukaa, Jleonuq Kypapnes, Emm3apeta 
Hukuuuxuna, Esrenua Xanaepa, Anexcangp WWupsungr, Hatanba Kpauxosckas u ap. Komegua. 
Poguaca a B Cu6upu. CCCP, 1982. Pexuccep Anon beprynxep. Cuenapuct FOpuit Akosnes. Axteppi: Amexceti )KapKos, 
Vrops Ksama, Upuna Axynosa, Hatanba Eroposa, Anexceit byngaxos, Muxanm ?Kurasos u yp. J[pama. 
C Kowxkn sceé uw Hayastoce... CCCP, 1982. Pexuccep FOputi Oxcanyenko. CieHapucT u aBTop noBectu «Hpmye Bcé 
HaodopoT» FOpuii Tomuu. Axteppt: JIena Wadanuna, Anema Ilocnenos, Cepexa Anexcees u ap. J[pama. 
C Tex nop, Kak MbI BMecTe. CCCP, 1982. Pexuccep Buaqumup Ipuropses. Cyenapuct Castocias TapaxoscKui. AKTepsl!: 
CxetsiaHa CmMupHosa, Anypuc JImenaiic, Anrouuua Llypanosa u ap. Mesoypama. 
4:0 B nomb3y Taneuxun. CCCP, 1982. Pexuccep Pagomup Bacumesckui. Cyenapucr Mnxann J[brmos. Axtepsr: Hatanma 
@nopenckas, AHapeit Markos, CpetmaHa Hemonsaepa, Esrenua Xanaesa, HOpuit Bacumbes, Enea CaHpbxo, Batiap 
JBopxeykui u ap. Komequa. 
Uyxaa natepka. CCCP, 1982. pexuccep IT. bsapos. Cyenapuct B. Manunosckas. Axteppi: Y. Xampaes, B. Moparumosa, 
®. Pemkamertosa u yp. [pama. 
Ianka monomaxa. CCCP, 1982. Pexuccep Uckanyep Xampaes. Cuenapucts! Tamapa JImxoranb, Mapraputa Mocakosa. 
Axtepsi: Kona WeodbaHos, Jlamia Mampuescxaa, JItoqmusa UypcuHa, Muxaun Cpetun, Onpra Bonkosa u ap. J[pama. 


1983 
Ecum seputs Jlonoryxuny. CCCP, 1983. Pexuccep Muxann Kosakos. Cyenapuct Anexcanap XMemmk. Axtepsr: [puropuit 
Escees, Jleonuy bponesoii, CBetsana Kprouxosa, bopucnas bpouyzyKos u Ap. Komeyua. 
Marna 4uepnan u Oenan. CCCP, 1983. Pexuccep Haym bupmau. Cyenapucr Banepuit [Ipuémerxos. Axtepsr: Taser IInucos, 
Autou Ipanat, Pura Usanosa, Anexcanyp Jlenbkos u yp. Komeyma. 
O6man. CCCP, 1983. Pexuccep Huxonai Payxun. Cuenapuct Anpoept Vsanos (aptop paccKa3a. «JIro0oBb oKTAOpéHKa 
OxseukuHa» H. Conomxko). Axteppi: Onsra JlombHukosa, Basecnas HepuHusiit, JIro0ops epmaHopa u ap. Menogzpama. 
Onacupie nyCTAKH. CCCP, 1983. Pexuccep: Buxtop Boson. AKTepBI: 
Viuna Tomec, Hatanpa Dycesa, Kona Maxapos u ap. Arutdystpo. J[pama. 
Tanansr. CCCP, 1983. Pexuccep unapa Acanosa. Cuenapuct HOpuit Knenuxos. Axtepsi: Banepuit [Ipuémerxos, Anypeti 
3p1koB, Cepreii Haymos, Esrennit Huxutun, Oner Xopes, Anexcanap CosKos, Ompra Mauinas u gp. J[pama. 
Tlapren, Kopabmk. CCCP, 1983. Pexuccep [puropui Apoxos. Cuexnapucrsr: Cepreti Anexcanaposny, Cpuropui Apoxos. 
Axteppi: Crecbanua Crantota, Hass Warun, Tarpana Veanopa u ap. J[pama. 


153 


I[pu3naTp BHHoBHEIM. CCCP, 1983. Pexuccep Mropb BosHecencxnit. Cyenapucter: Biragqumup Kapaces, lOpuii VBanos. 
Axtepsi: Anexcanap Muxaiinos, Buagumup ILlesenbxos, Urops Porayés, Anexcanyp CuuH, Mapuua Axopnesa, Bepa 
Cornnkosa, Apuna Mupouruyenxo u yp. J[pama. 

I[puxmouennsa Terpospa u Baceukuna. CCCP, 1983. Pexuccep Bnagumup AneHukos. Cyenapucter: BragumMup AmeHuKos, 
Banexntuy Topnos. Axtepsr: JIMurpuit bapxos, Erop pyxusny, Vara Vso u op. My3bikajibHad KoMequaA. 

Tasnucman. CCCP, 1983. Pexucceppi: Apauk Tadpwonsn, Bexuamun J[opMan. Cuenapuct Buxtopua Toxapesa. AKTeppt: 
}jenuc Uypmantees, Hatransa Bapneit, JImgqua Deyoceezpa-llyxmmua, Cnaptak Muurynun, JIua Axezpxakosa, bopucyas 
Bpouyzykos, Qmeouopa LanKkosa u yp. Komequa. 

Ypoxku na 3astpa. CCCP, 1983. Pexuccep A. AkOapxomxaes. Cyuenapuct M. Myxammay Jloct. Axtepsi: M. Myxammay 
Jloct, b. Uxtuspos, M. Aos3asos ui zp. J[pama. 

Ytpo 6e3 ormerox. CCCP, 1983. Pexuccep Bnagumup Maptsinos. Cryenapuct Ocxap Peme3. Axtepsr: Kupwst TonosKo- 
Cepcxuit, Mama Bapruxosa, Iapem Caiiayaenko u ap. Komenua. 

Uyueno. CCCP, 1983. Pexuccep Ponan brrkos. Cuenapucrsi: Ponan berkos, Buagumup )KenesHuKkos. Axteppi: Kpucruna 
OpOaxaiite, FOpuii Huxysmu, Enena Canaeza, [mutpuit Eropos, Kcesua Mununmosa u ap. [pama. 


1984 
Buarne Hamepenua. CCCP, 1984. Pexuccep Anazpeit benxengopd. Cuenapuct u aBTop OXHOMMeHHOM ToBecTH AsbOepT 
JIuxanos. Axtepsi: Mapuna Akossiesa, KOpuit maronos, Mama banenko u gp. [pama. 
Tocrna u3 Oyaymero. CCCP, 1984. Pexuccep Ilapen Apecenos. Cyenapuctsr Ilasen Apecenos, Kup bymsmes. Axtepst: 
Hatanpa Dycesa, Anexcei DomKun, BauecuasB Hepunnsmli, Muxaun Kononos u ap. Mantactuka. 
JHeBHHK, NMCbMO MH HepBoKsaccHuua. CCCP, 1984. Pexuccep Xadu6 Daiisues. Cuenapuct BanentuHa Masmuosckaas. 
Axteppi: Papua Xampaes, Yiyroex Xampaes, ['ymuopa Ilaii3nesa u ap. /[pama. 
Equnnya c oOManom. CCCP, 1984. Pexuccep Anyzpeti [Ipayenxo. Cryenapuct Anexcanap lycenbHukos (aBTop OJHOMMeHHOM 
miopecTH B. Hectaitko). Axteppi: Enena bop3yuosa, Enena 3aiiuesa, Oner Kponort u ap. Komegua. 
Wayumii caenzom. CCCP, 1984. Pexuccep Poquon Haxaneros. Cuenapucrsi: Ponvon Haxaneros, KOnuii Huxonun. Axtepst: 
Visap Kanuprapu, Huxonaii Tpuapxo, Enena Upyguuxosa, Wérp [med6os, Angzpett Cmupuos, Bepa Inaronesa, Buaqucnas 
Crpxxembunk, Pumma Mapxorga u yp. J[pama. 
JIngep. CCCP, 1984. Pexuccep bopuc Jlypos. Cyenapuct Jjamb Opsos. Axtepsi: Anexceit Boson, Anexcanyp CrpwxeHos, 
Exatepnua Ctpwxenosa, Banentuna Kapespa, Anatomuii Onpuros, JIto6oBh Crpwxenosa u zp. [pama. 
Moa mMastenbkKan 2KeHa. CCCP, 1984. Pexxuccep Palimyanac banvonuc. Cuenapuct Pumantac Iapanuc. Axtepsi: DueoHopa 
Kopus3uaiite, Caymroc bananguc, Unredopra Jlankynatite u ap. Mesoypama. 
Tlogcestymanneri pasropop. CCCP, 1984. Pexuccep u cyenapuct Cepreit Horenanos. Axtreppi: Tua JtymOay3e, Amexceii 
Tlonysu, Onbra Aranosa 4 yp. Menoypama. 
Tloka ne BEiIman cHer. CCCP, 1984. Pexuccep Vrops Anacan. Cuenapucter: Enena Wepomnoscxas, JItoqmuna AOpamosa, 
Vropp Anacan. Axtepsi: Hatanba Caitko, Anexcanap Ilopoxosummkos, Enea Conopeit, Esrensua J[oOpopompcxas, Ompra 
Matinas vu ap. Apama. 
Tlourn popecuukn. CCCP, 1984. Pexuccep Tatpana ITuMenosa. Cyenapuct Jenuc J[paryucxui. Axrepsr: Muxanm Mopos3os, 
Eneua Hosocenbcxas, FOpa Kyxos ui ap. J[pama. 
CubHasd JM4HOCT 3 2 «A». CCCP, 1984. Pexuccep Anatonmi Hutrouxnu. Cyenapuct Tenuagqui Mamimu. Axtepsr: Kena 
TIupopapos, Exatepnua JIpresa, JIroOoBb Coxonosa, Angpeti Maptsinos, Banentuna Temmuxnua u ap. Komegua. 
Cuagknii coK BHYTpH TpaBbI. CCCP, 1984. Pexucceppi: AMaHOex Apres, Cepret bogpos (crt.). Cuenapucrsi: 3aypeur 
Eprasmesa, Cepreit bogpos (crt.). Axteppi: 'yapuiag Omaposa, Atirepum bexxysopa, IuKo MunaupBrsm u ap. Menonpama. 
Counye B KapmaHe. CCCP, 1984. Pexuccep Onyapy Taspunos. Cyenapuctsr: Ogyapy Taspusos, Onpra CupesbHukosa. 
Axtepsi: J[ania Bummaakosa, Bepa Vanesa, Mapua Cxpopuosa u ap. pama. 
Tpernii B naTom pagzy. CCCP, 1984. Pexuccep Cepreii Oneitunx. Cyenapuct ExarepuHa Mapxopa (aBtop oJHOMMeHHOM 
mopectu A. AnexcuH). Axteppi: Asma TloxposcKas, Amexcanap pogan, fOsma Kocmayésa u ap. J[pama. 


1985 
Basentuu 4 Banentuna. CCCP, 1985. Pexuccep Teopruit Hatancon. Cyenapuctsr: Teoprui Harancon, Muxann Pouu 
(aBTop ofHOMMeHHOM mmbechr — B. Pony). Axtepst: Mapua 3yquna, Huxonait Crouxuii, Tatpsna Jloponuna, Huna 
PycnaHopa, 3uHauga Jlextapésa, bopuc Uepoakos, JIlapuca Yqosuyenko, JItocbena OBynHHHKoBa H Ap. Mesoypama. 
310BpeqHoe BocKpeceHbe. CCCP, 1985. Pexuccep Buaqumup Maprsinos. CueHapucr Ocxap Peme3. Axtepsi: [laBen 
Taiigyyenko, Muxans Ilyrosxun, Bepa Bacuibesa, BanentuHa Tamsi3una, Mapnua J[toxxesa, Pauca Psa3anosa, Teoprui 
tun, bopucnas bposzykos, Esresuit Tepacumos, Mapuua Akopsiepa u wp. Komequa. 
Urpsi A1a Aereli wkOIbHOrO Bo3pacta. CCCP, 1985. Pexuccepsi: Apso Vxo, Jletya Jlaiiyc. Cuenapucr Mapuna 
IWenryHosa (aptop nopectu «IIpuemHad Math» - C. PanHamaa). Axteppi: Monuka App, Xexapuk Toommepe u mp. J[pama. 
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Kak MOJI0,bI MBI ObLIH. CCCP, 1985. Pexuccep u cuenapucr M. bemmxos. Axtepsi: T. Jlesucenxo, E. Ukypneno, A. 
Tlanryruy 14 yp. Menoypama. 

Mama, a *xHB. CCCP,1985. Pexuccép Urops JloOponmrobos. Cuenapuct Bnagumup Xannu. Axtepsi: Hera J[pmm, Crecbanua 
Crantota, Cama Moucees u yp. J[pama. 

Myxunnpi ectb My2xkunHbI. CCCP, 1985. Pexuccep u cyeHapucr Anexcelti Mopos. Axtepsi: Teta Murproxun, Buranuii 
Iesyos, Cepreti XycanHos u yp. Komequa. 

Henoxoxasa. CCCP, 1985. Pexucceppi: Bnanumup Anenukos, Mapua Myat. Cyenapuct Exatepnua Mapxosa (aBtop noBecTH 
«Poneo JImmp1 KapskuHoi» - Jlroqmuna CaOuHuna). Axteppr: Obra Toscteikaa, Knapa JIyaxo, Esprenua Xanaepa, 
Asiexcangpa Typran, Bcesonog Adgzynos, AmexcaHapa 3axaposa, FOpnit UepHos, Anexcangp Mauryrun u gp. J[pama. 
Octopoxuo - Bacuaéx! CCCP, 1985. Pexuccep Dayapy Taspunos. CyeHapucr Onbra CugenbuuKosa. Axtepsi: Mea Tropun, 
Teoprui bypxos, Oner Epemos u zp. Komenna. 

C Hamm He cockyanmpes. CCCP, 1985. Pexuccep AntoHuHa 3uHoBbeBa. Cuenapuct Cepreit Usanos. Axrepsi: Hasen 
Cysopos, Anactacua Dateesa, Kcenua Kyrenosa, Ilonmua Kyrenosa, Penuaguii Caiibynun u ap. [pama. 


1986-1991 


1986 
Bean 0miayb - rope He Moé. CCCP, 1986. Pexuccep: Buxtrop Cnupuyonos. Axteppi: Ceprett banaOanos, Jleonuy Mapxos, 
Asexcanyp IlopoxopmmxKos u yp. J[pama. 
Bbpuia He Opiia. CCCP, 1986. Pexuccep Banepuii Dexocos. CueHapucTer: AnexcaHap UymMax, HOpuii Tepos. Axrepsi: 
Ipuropuit Karaes, Tuna Jlanrepa, Anexceii 7Kapkos, Baneutuna Temmuxnua, JIapuca benoryposa u yp. J[pama. 
Burme pagyru. CCCP, 1986. Pexuccép Deopruit lOursanba-XuspKesny. Cuenapuct Cepreitt AOpamos. Axtepsr: /[mutpuit 
Mappanos, Exatepuna Ilapdenosa, (Opuit Kyxnayes, Onpsra Mamas, Danmua Ilonpcxux, Muxans bospcxuit, Enena AMuHoBa 
vw Ap. Mro3nKi. 
3a ABHbIM IpeumyuyectBom. CCCP, 1986. Pexuccep Bnayumup CapyxaHos. CueHapucr Anatom Mayopcxuit. AKtepst: 
Oner Crapocaykuii, Huna CapyxaHosa, Buagumup bopucos, Mrops bynanyes, Naya byrkesuy, ApmMen J>xurapxanaH U4 Jip. 
J{pama. 
3ypasctseyiite, [Cyabnopa Paxumosna! CCCP, 1986. Pexuccep AOzypaxum Kyaycos. Cuenapuctsi: Barentuna 
Masunoscxas, B. Degopos. Axteppi: Tamapa Ananesa, baxtuep Dugoes, MpOex Ammen u ap. J[pama. 
JIuctonay B nopy eta. CCCP, 1986. Pexuccep Tocdbux Ucmaiinos. Cuenapuct Acum J>xannnos. Axteppi: Cuasym Acuan, 
Haypxnoa [yceituopa, Dupanru3 Lapudosa u gp. /[pama. 
MasaBkKuH HW KoMnaHHa. CCCP, 1986. Pexuccep IOpuii Ky3bMenko. Cuenapuct IOpuit Akopnes. Axteppi: Cepreit 
CapoctpaHos, Maxcum Tanonos, Aca Bracenko u ap. Komegua. 
Hawi nana — Maiiones. CCCP, 1986. Pexuccep IOpuit Adanacbes. Cuenapuct IOpui Arees. Axteppt: JItoqmuna Apuunua, 
Eneua Kannun, Bnagumup Epemuu, Esena Konyynaitnern, Dpucr Pomanos u Ap. Komequa. 
Ouenb cTpaumas ucropus. CCCP, 1986. Pexuccep Huxuta Xy6os. B ponax: Angprouia Ko3nos, Toma HOpraes, Bepa 
Tlanacenxkosa, Jltoqmusia Aptembesa, Cranucyiap CayanpcKul u ap. JlerekTus. 
IIn1om6ymM, “wim Onacnan urpa. CCCP, 1986. Pexuccep Bagum AOgzpamutos. Cyenapuct Anexcanap Mungag3e. Axtepst: 
Autou Ayypocos, Esena Mutpuesa, Enena Axopsesa, 304 JIupopa, Anexcanap Dexsuctos, BraaqumMup Crexos, AmeKkcaHap 
Tlamrytuu u ap. JIpama. 
3IK3aMeH Ha Aupektropa. CCCP, 1986. Pexuccep Anexcanap Edpemos. Cuenapuctsi: Buagumup byrpomees, Esrenuii 
Murtsxo. Axtepst: Cepreti Lkanuxos, Muxann Try3cxuii, FOpuii Ka3rouny u ap. [pama. 
A — BoxaTbIi dopnocra. CCCP, 1986. Pexuccep Tesuaguit Honoka. Cuenapuctsi: Esresnit Murpxo, Tesuaguit TonoKxa 
(aBtop kHuru H. Orues). Axrtepsr: Tapes Kaqounnkos, Bacumit Mumenko, Banepuit 3onoryxun, Ma Capsuna u ap. JIpama. 


1987 
Anemusn. CCCP, 1987. Pexuccep Baxtaur (Tato) Korerumpunu. Cuenapuctst: buga3unHa Kanangay3e, Baxtanr (Tato) 
Koteruurbunm, Apyun Cynaxaypu. Axtepsi: Jlepan Adamma3e, Taara Moucupanmurmusn, Cpuron (I puropuit) Hauprnmesynn, 
J{pama. 
Buxtopua (bymMaxubili natredou). CCCP, 1987. Pexuccep J[murpnit Jonny. Cuenapucr Asexcanap Uepsunckuii. 
Axtepsi: JIuka Hesommua, Tme6 Commuxkos, Enu3apeta Hukumuxuna, Huxonai Mactryxos, Tpaxnua batixmrutre u op. 
Menoypama. 
Jusnerant. CCCP, 1987. Pexxuccepsi: Jbxamm CoganOex, AMaH Kamundexos. CueHapuct Po3sa XycHyTquHoRa. 
Axtepbi: Imuib boponunes, Hasupa MamO6erosa, Aman bypy6aes u zp. J[pama. 
Atom c npuBugenuamu. CCCP, 1987. Pexuccep Edbum Dansnepun. Cuenapuct Ceméu JIyarun. Axteppi: Kata Lykanosa, 
Buxtopusa Taspusosa, Apocias JIucospommx, Cepreit Jomuuu u gp. /[pama. 
3adaBbl MOO_bIX. CCCP, 1987. Pexuccep Esrenuii Tepacumos. Cyenapuct Buxrop MepexKo. Axtepsi: CraHvcmaB 
JiroOumu, Mapuna 3yquna, Huna Pycnanopa, BanentuHa Tesmuxuna, Huxonai Uapdénos, Buxrop Ilapnos, Bauecnas 
Hesunupmli, Anexcett Cepedpskos, Bnagumup Kayan, Upnua Kammosa u ap. J[pama. 


155 


3aBTpa 6biia BoliHa. CCCP, 1987. Pexuccep KOpuli Kapa. Cuenapucr uv aBrop ofHOMMeHHMO HoBectu bopuc Bacvues. 
Axtepsi: Cepreti Huxonenko, Huna Pycnanospa, Bepa Anentosa, Upuna Uepwuerxo, Hatransa Heroga, TOnma Tapxosa, 
Buagumup 3amancxuii u ap. J[pama. 

Mobi - Baum yetu. CCCP, 1987. Pexuccep Onsrepy Boponuos. Cyenapucter: PenHagui Huxutun, Onpra IIppxosa (aBToppt 
mbecpl «MBan» [. Huxutun u O. [I[bpxospa). Axrepsr: Cammua Hompcxux, Jleonuy Kypasnés, Banepuitt Manmunu, Banepuit 
Bapuuos, Cepreii Ca3outbes v4 ap. /[pama. 

Tloweauna, KoTopoii He Ob110. CCCP, 1987. Pexuccep Uropp UWlatpos. Cuenapuctsi: Pyctam WoOparumoexos, Buxtop 
Bargacapos. Axteppir: Anapei bontues, JItoqmuna Conopbépa, BnagumMup CTexnos, Onbra Pauuuckas, Bagum Jiroommu, 
Vrops Kaumures, Kcexus Crpwx, Anexcanyp CrpwxeHos u yp. J[pama. 

Co6na3H. CCCP, 1987. Pexuccep Bayecnas Copoxnu. Cuenapuctsi: KOpuii Knenuxos, Banepuii Crapozyoues. Axrtepsl: 
Asmca 3prkuHa, Hatasma Copoxnua, Cepreit JlyaHuxos, Enena Pydanosa u ap. J[pama. 

Crim. CCCP, 1987. Pexuccép Huxonat Cyddorun. Cuenapuct Anexceii Tumm. Axtepst: Banepuit 30n0ryxuH, Baayucias 
Tanknu, Huxonati Bomkos u yp. Jpama. 

Tuxona. CCCP, 1987. Pexuccep IO. A3umos. Cuenapucrtsr: I. JIyqux, A. Camopsyos. Axtepsr: [. AmuHosa, A. Kapumosa, 
A. Myxutyuuos u ap. J{pama. 

XouoqHEi =mapt. CCCP, 1987. Pexuccep Uropp Muuaes. Cuenapucr Amexcanap Topoxos. Axrtepsi: Angpeii 
Tonyoees, JItommuna Jjappiqopa, Maxcum Kuceses u ap. J[pama. 

Wantaxucr. CCCP, 1987. Pexuccep Baneputt Kyppikun. Cyenapuct Ogyapy Bonogapcxuti. Axteppi: Muxaun Edpemos, 
Axuypeit TuxomupxHos, Asexcanyp Uupspunyr, Mapuua Crappix, Huna Domuamsusn, Jleosuy Kypapnés, Banentuna Tutosa, 
Cepreit Tapmami u yp. pama. 


1988 
Bemenan. CCCP, 1988. Pexuccep Ycman Canapos. CueHapuct Oner Mayypxnes. Axtepsi: 3ymeiixa J>xyMana3aposa, AJITBIH 
Xoyxaesa, Lyxyp Kynmues u ap. pama. 
Bousa Beenennon. CCCP, 1988. Pexuccép murpuii Muxmees. Axtepsi: Bayecnas Usromenxo, Hatranba Tycesa, Anypelt 
Badommkun, Buxtop Mnsyyés u ap. Mesogpama. 
Tomynxy.rye. CCCP, 1988. Pexuccep AnexcaHap Kapnos. Crenapuctsr: Uropp bonrapux, Mapta IlaturopcKaa (aptop 
mopectH «¥Y3e70K CBatoropa» Ospra JIumatrosa). Axtepsr: Bnagumup Tpomayckui, Oneca AnymKesuy, Jleonug Kynaruu 1 
ap. Jpama. 
Hoporan Esena Cepreesna. CCCP, 1988. Pexuccep Snpgap Pa3anos. Cyenapucter: JitoqmMuna Pa3syMopckas, Obap 
Psa3aHoB (aBTOp OMHOMMeHHOH mbecsi — JI. Pasymoscxas). Axteppi: Mapua Heésosa, Hatanpa Wyxuna, Dégop Lynaesckuii, 
Amurpuit Mapssnos, Anypet TuxomupxHos. J[pama. 
Kykomka. CCCP, 1988. Pexuccep Vcaax Dpugzdepr. Cuenapucr Vrops Arees. Axteppi: CBetiana 3acpmmkuHa, VUpnua 
Mernuukas, BuayuMup Mensios, Hatanba Hasaposa u ap. J[pama. 
Ha okpanue, re-To B ropoge... CCCP, 1988. Pexuccep Banepuit Henapakxoscxuii. Cuenapuct Bragucnas Pomanos. 
Axtepsi: AmexcaHyp JlIapnonos, Anypei MaHanunkos, Auton Ilepemetses u yp. J[pama. 
Hy6nnukanua. CCCP, 1988. Pexuccep Buxtrop Bonkos. Cyenapuct KOpuit Koporxos. Axtepst: JItoqmMuna Apuunua, Jlapuca 
IWaxsopoctosa, Buagucnas Jamesckui, Huxuta ypbes u gp. pama. 
Ilyctb «a ympy, rocnogu... CCCP, 1988. Pexuccep bopuc [puroppes. Cyenapuct Tasnua Uepdaxopa. Axteppi: Tamuua 
Tlonpcxux, Mean Jlamuxos, Enena Mopososa, Uropb JIeqoropos, JIuqua Dexyoceesa-Lykumua, Jleonug Kypapnés u ap. 
J{pama. 
Pagora Hay ommoKamn. CCCP, 1988. Pexuccep Anapett benxengopd. Cuenapuct Bragqumup Xonofos (aBTop ofHOMNMeHHON 
mopectH — FO. Tonsaxos). Axtepsr: Esrenuii Kua3en, Oxcana J[po3qosza, Enena Uyxanénox u ap. J[pama. 
Crykau. CCCP, 1988. Pexuccep u cuenapuct Huxonaii JIsipynxos. Axteppr: Aptem Tprakacos, AjeKcaHyp DeKsMcTos, 
Apxkayuit JIesuu, Buxrop [apmouenkos, Bnagumup Crexios, Mrops J[Mutpnes u ap. Jpama. 
Uepubiii Kopugzop. CCCP, 1988. Pexuccep Banum JlepOeHés. Cuenapuctsr: Anatomui Topo, Hatanua Acmonopa, BaquM 
JlepOenés (astop nosectu «60 cBeyei> B. Tenypaxos). Axteppt: WHHokentuit CmMoxtyHosckuit, Bnanqumup Vneun, Vou 
Yurypsuy, Onpra Ka6o, Cepreit Tapmami u zp. J[pama. 
Ilyr. CCCP, 1988. Pexuccep Anyzpelti Ommai. Cuenapuct vu aBTop OAHOMMeHHOM oBecTH TOpuit Basemcxuli. AKTepsl: 
A{Murpuii Becencxui, Mapua Maescxaa, Urops Kocronescxuii u ap. [pama. 
Henox. CCCP, 1988. Pexuccep Anexcanyp [pummuy. Cuenapucr lOpuii Wexounxun. Axtepsi: Cepreti Poxkentes, Dezop 
Taspunos, Bnagumup UlesembKos, Benuamuy Cmexos, Bcepomoy Cadouos u zp. J[pama. 


1989 
AsBapual — 404b Menta. CCCP, 1989. Pexuccép Muxanun TyManumenin. Cyenapucr KOpuii Koporxos. Axtepsi: OxcaHa 
Apoy3o0Ba, Bnagumup Unpun, Anactacua Bo3Hecencxas, Huxosait Tacryxos, bopuc Pomanos, Mropp Hedézos u ap. J[pama. 
Actennuecknit cuHapom. CCCP, 1989. Pexuccep Kupa Myparopa. Cuexapuctsi: Kupa Mypatosa, Cepreit [lonos, 
Anexcangp Uepuerx. Axreppi: Onbra AnToHoBa, Cepreli Hlonos, Tanuna 3axypyaepa, Hatanba by3pbxo, Anexcanypa CBeuckas, 
Tlapen [osmury« (I), Hatansa Pannesa, amma Kacneposuy, Buxtop Apuctos u ap. J[pama. 
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Ka3ennpiii yom. CCCP, 1989. Pexuccép AnpOept Mxprusn. Astop cyenapua Muxaun Konuaxuscxuit. Axteppr: Tanmua 
Tlonpcxux, Huna Pycnanopa, Anéuia Cepruesckuit, Anéuia Konecos, UWasen Tatigyaenko u ap. pana. 

Kua3b Yyaua Angzpeesuy. CCCP, 1989. Pexuccep [enxnagui Baticax. Cuenapuct Banepuit IIpuemprxos. Axtepsi: Esrenuit 
TImsosapos, J{Murpuit Tonopun, CBeriana Kprouxosa, Buxtop Iasnos, Apmex J>xurapxanan, Cranucias CajlasibcKnit 4 Jp. 
JlerekTus. 

Mmup B Apyrom u3mMepennn. CCCP, 1989. Pexucceppi: Muxans Konyaxuscxui, AnbOept Mxprasu. Cuenapucter: Muxan 
Konuaxneckni, Enena JIackapepa. Axtepsi: Asenia Konecos, Msaxn boptunk, BrayqumMup Kykyurkun, Anexcanypa KomkyHosa, 
VUpuna Mupoumuyerko, Huna Pycnanosa, Canna Tonpcxux, Bnagumup Unpun, Bnagumup Camonos u yp. J[pama. 
Tlowxuratesm. CCCP, 1989. Pexuccep Anexcanap Cypuxu. Cuenapucr Ama Kpwunupia. Axtepsi: Haranba Deyorosa, 
Enena Cugopyk, Jlapuca Ocunosa, Enena Kprouxosa, Buxtopua Kua3esa 4 yp. Jpama. 


1990 
Ucropua o7Hoi npoBpokannu. CCCP, 1990. Pexuccep Cepreiti Bunoxypos. Axtepsr: Hatanba Duccon u Ap. Tpwmiep. 
Coodmmuya. CCCP, 1990. Pexuccep Bnayqumup Onensimles. CueHapucr Huna Ovsmnmosa. Axtepst: FKOnua Tapxosa, 
Azexcanyp bammpos, Cepreit brrcrpuyKkuii u yp. Jpama. 
COP. CCCP, 1989. Pexuccep u cyenapuct Cepreii Bogpos (cr.). Axteppi: Bonoy1 Kospipes, Caetaana Taiiran, AnexcaHyp 
Bypees u ap. pama. 
ITo 6bi10 y Mops. CCCP, 1989. Pexuccep Asn Ulaxmanmesa. Cuenapuct Enena JIodauescxas. Axteppi: Huna PycraHosa, 
Csetmana Kprouxosa, Huxa TypOnua, Kata Ilonutosa u ap. /[pama. 
Cyenano B CCCP. CCCP, 1990. Pexuccepsi: Bnagumup Wamurypuu, Caatocnas Tapaxoscxnit. Cuenapuct CrBatocias 
Tapaxoscxul. Axteppi: ApmMen J>xurapxanan, Oxcana ApOy30sa, Kupuan benesuy, Anexcanyqpa Pomuyésa, Amsia Kitoka, 
Bepa Ianacenxkosa, Jleonuy Kypapnés, Dayapy Mapyesuy, Banentuna Tesmuxuna u yp. [pama. 
Xomo Hosye. CCCP, 1990. Pexuccep Han Spyém. Cyenapuct 30a Kynpa. Axrepsr: Mpuna Kynuenxo, Peopruti Tapatopxuy, 
Auua baxxenosa, Pumma Mapxopga u gp. J[pama. 


1991 
Musas In. CCCP, 1991. Pexuccep Oner Womuy. CyeHapucT HM aBTOp OAHOMMeHHOM nMoBpectH TenHaquit Muxacenko. 
Axteppi: Muxanm Manatanx, Wnna Xpynésa, Uropp Opam, Anexcanazp Ctpwxenos, Upuna Paduesa u ap. J[pama. 
Oxuno. CCCP, 1991. Pexucceppr Tacan AOmyy, Dupep AOmyy. Cuenapuct Wcu Menux-3aye. Axteppi: Wexam badaes, Basex 
Kepumos, Amap Hyp u gp. J[pama. 


Filmography of Russian films (including TV series) about school and university 


(Compiled by Alexander Fedorov) 


1992-2018 


1993 
Pasnonpasne. Poccua, 1993. Pexuccep Cepreit barupos. Cyenapuct Anexcanyp Jlerkos. Axtepsr: Hatanba Kapttynuua u Jp. 
Komegua. 
Ppmkuna s1060Bb. Poccua, 1993. Pexuccép: Cepreii barupos. B pomax: Kocta Kypac, Oner AOpamos, Ilasen Excees, 
Oxcana Iesyenko u ap. Komegua. 


1994 
ABBI]{ Ltd. Poccnsa, 1992-1994. Cuenapuctst: Muxaun Bacuibes, KoncranytuH HaymMouxnu, Oner Ocunos, Amekcer 
Oxsununnkos. Axteppi: AHToH TaOakos, Poman Psdos, Asanrapy JIleontbes, Mapua Hopoumua, Apocnas boiitko, Coma 
Kyyeuko u ap. Komen. 


1995 
Kakan 4yjHan urpa. Poccua, 1995. Pexuccep u cyeHapuct Tlérp Tonoposcxuli. Axtreppr: Anypelt Wnpun, Tesnaqui 
Ha3apos, Jlenuc KonctantnHos, TenHaquii Mutuux, Enena Akopsesa, Jlapnca Yoosuyenko, Hukonati bypnaes, LOpuii 
Ky3Henos, Amekceit 30n0THHUKHH, J[mutpuli Mappanos, Mapua Ilyxmuua u ap. /[pama. 


1996 


IK3amMeuHbI. Poccusa, 1996. Pexuccep u cyenapuct J[mutrpuii lanuenxo. Axtepsr: Peoprui MpenzBeanos, Teoprui byrycos, 
Butanmit bypatuuckui u ap. [pama. 
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1997 
Amepukanka. Poccua, 1997. Pexuccep LmMutpuit Mecxues. Cuenapucr FOpuit Koporkos. Axteppi: Cepreii Bacuses, 
Hatanpa JJanunopa, HuHa Ycatosa, Buxtop bsraxos, IOpnit Ky3Heros, Amica I pedOenmmukosa u ap. Menoyqpama. 
3mMenHbI ucTOUHMK. Poccus, 1997. Pexuccep u cyenapucr Huxonai Jlebeqes. Axteppi: ExatepnHa Tycesa, Ospra 
OctpoyMosa, Esrenuit Mupouos u ap. Tpwuiep. 


2000 
Hexubmli Bospact. Poccus, 2000. Pexuccep Cepreii Conosbes. Cyenapuctsr: J{mMurpuii Conopses, Cepreif Cosiopbes. 
Axtepsi: ]{Murpuii Conosbes, Enena Kamaesa, Onsra Cugoposa, Jltoqymuna Capembesa, Kupusn Jlaspos, Cepreti Tapmam, 
Auypei Tanun, Banentun Tat u ap. pama. 


2001 
Mockosckue oKHa. Poccua, 2001. Pexuccep Anexcangp ApaspuxH. Cuenapucter: KoncrantuH Haymouxny, Asiexceli 
Kapanosuy, Mropp Ocnnos, Anexceii OBpynHHuKosB, Cepreii KoOues, Anexceit Ilospxos, Buagumup Hexmogos, JmMutpuii 
PykospHmiHnkos, Baagtumup CmMupuprx. Axtepsi: AdHa ApmaHosa, Mapuua Morumesckas, Vrops bouxuu, Esenxa AMMHoBa, 
Kcenna Andéposa, Mines J[pesnos, Huxonait Unnasiixun, Enena Dunoreesa, Mropp Iletpenko u ap. Memogpama. 
Odmara. Poccus, 2001. Pexuccep bopuc bepsvep. Axtepsi: Buagumup Tyces (ID), Hatanpa KapryHuna, lOpuit Kpyrsos, 
Makcum Jlaraukuy u ap. Komenua. 
Tain 3HaK. Poccusa, 2001-2004. Pexuccepsi: bopuc Jypos, HypdOex Oren, bopuc [puroppes. Cuenapuct Exatepuua 
Tupgatopa. Axteppi: Bnagqumup Crexnos, Annca [peOenumKosa, Amexcangp Ileckos, Amexcanyp bensascxuii, Mapuna 
AkosleBa, Aptryp CMoubaAHMHOB HU Jp. JlerexTu. 
UWkona 9Tyastei. Poccua, 2001. Pexuccep u cueHapucr Banepuit benaxopuy. Axtepsr: Bayecnas Tpumeuxua, Mapua 
Apouosa, Oner Jleymmuy vu ap. Komenms. 


2002 
3alimemca s11060BbI0. Poccua, 2002. Pexuccep Jlenuc Escturnees. Cyenapuct Apud Annes. Axtepsr: Kupuaa Manos, 
Esrennit [[piranos, Yieana Jlyxuna, Anapett Hopnkos, Max Koxopuu u ap. J[pama. 
Kopo.reBa Kpacorni, 41.14 Ouenb TpyAHoe AeTCcTBO. Poccusa, 2002. Pexuccepsi: Mropp Axmeyos, bopuc Yeprkos. Cuenapucr 
Vropp Axmeyos. Axtepbr: 2KeHa TopOyHos, Jjappa Ca30Hopa, AmekcaHap Koponés, AsexcaHop bensasckuli, Enena 
KongynaiHer u yp. Komequa. 
Ilep-p-p-Bokypcuuya. Poccusn, 2002. Pexuccep u cueHapucr HOpui Porosun. Axteppi: Mapua IWlanaepa, [murtpuii 
Wesuyenko, Opn Januieyenko u ap. Komenua. 
TeatpasbHaa akayemua. Poccusa, 2002. Pexuccepsi: Anexcangp 3amatuH, Bagum IImenes. Cyenapucrsr: AmekcaHyp 
Bauvsio, Poguon beneuxnit, mMurputi Kypusos, FOopui Conogos, Bagum LImenes. Axteppi: JIenuc Huxudopos, Ospra 
Burroykas, Muxann borgacapos, Mropb Bepoux, IMMaHyus Butopray u Ap. Komequa. 


2003 
Becéaa Kkomnanna. Poccusa, 2003. Pexuccep Buagumup Tuxuii. Cuenapuctsi: Oner 3uma, Teoprui Kony, Anexcanypa 
Cuuuanckas, ApMeH Batsau. Axteppi: Omer Mocames, Esrexuii Cupotun, Aptém Ma3yxos, Exatepuua JIbrkopa, IMMaHyu 
Buroprau, Anexcanyp JIsrkos u yp. Komequa. 
IIpoctpie uctuner. Poccusa, 1999-2003. Pexucceppt: Bagum L1menes, Esrenuit Crapxos, Amexcanyp 3amatuu, FOpuit 
Benenpxui. Cyenapucrsi: KOopui benesbxuii, Mapx Jlesux, Bagum IlImMenes u yp. Axtepsit: bopuc Hes3o0pos, Esena 
@atromuua, Hatanba VepHascxas, AnToHuHa Beneguxtosa, Anna Mcaitkuna, Obra byyuna u ap. J[pama. 


2004 
Kagernr. Poccua, 2004. Pexuccep Cepreti Aprumosny. Cuexnapuct Vrops Exscroxos. Axtepsi: Anexcanyap Tonospun, Apuctapx 
Beuec, Anexceiti Mep3os u ap. /[pama. 
Kypcantsr. Poccnsa, 2004. Pexuccep Angpeit Kasyu. Cuenapuct 301 Kyygpa. Axteppi: Angpeii Uanos, Usan Credyxos, 
Asexcanyp Tosy6es, Anexceitt TopOyHos, Enena Kcenodoutosa, Bragumup Byosuyenkos, Vropp Ilerpenxo, Auypeii 
Mep3mkuH v4 yp. J[pama. 
Houp cpetaa. Poccua - Ykpanna, 2004. Pexuccep Poman bana. Cuenapuctsi: Pycram MWOparumOexos, Pomay basasau. 
Axtepsi: Anypelt Ky3mués, Anexceit anny, Onbra Cyrynosa, Mpuna Kynmuenko, Bnaqumup Toctroxuy ui ap. Mesoypama. 
Bosouxka. Poccua, 2000-2004. Pexuccep u cuenapuct Auazpeitt Maxcumxos. Axteppt: Mropp Kayanos, Buxtropus Kopxuua, 
Bagum Tyuyun, Tarpana Mpanosa u ap. Komen. 


2005 
OBK. Poccua, 2000-2005. Pexuccepsr: Anton A3apos, Maxcum JlemueHxo, Maxcum KyOpuuckui, Anexceti Bompinckni, 
Axtou JI yxoscxoi, [lommua Baxapescxaa, Ilapen Cumonos, J[Mutpuit [erpyuikos. Cyenapuctsr: AnTow 3uH4eHKO, BayecyiaB 
Jlevixun, Autou Jyxoscxoi, Tatsasa [puropyerkosa, MBan Munson, Cepreii J[murpues. Axtepsi: AnToH A3apos, AHHa 
Buuorpayosa, Jleanypa Kyapanuioza u yp. Komequa. 
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Cryjentsi-1. Poccna, 2005. Pexuccep Onsra MepyHosckas. Cyenapucrsr: Bayecnas Jycmyxametos, Butanmi Konomuen u 
ap. Axtrepsr: Esresuii Kynaxos, Cepreli Pyy3enn4, Anexcelt Anuu, JJappa Jly3una, FOpuit Ky3Heyos, Brayumup CrepxxaKos, 
Amurpuit Mappsnos u yp. Komequa. 

Tponytstie. Poccua, 2005. Pexuccep Anatonnit Ta3sues. Cuenapuctsi: Anatomuit Ta3sues, mMurpuli 3adon0TcKux. AKTeppEI: 
Amurpuit Wanamapuyk, Baneatun 3axapos, Buranuli Ucaxos, Cepreti bapkosckuit u yp. Komequa. 


2006 
Bosbume jepoukn. Poccus, 2006. Pexuccepsi: Anexcanyp Ha3apos (II), Poman Camrun, Sayapy JIuByes. Cuenapyctst: 
Onsra JJanunosa, Cepreli bop3yHos, Bagum TonosaHos, KoucrantuH HaymMouxun, WBan Mununnos, Anexcei Copyosckni, 
Poman Pomanos, Muxanm Bacumses, Hatanpa 3aakuua. Axtepsi: Onbra OctpoyMosa, Banentuna Temmuxuna, Danna Ierposa 
v ap. Komegma. 
Crygentsi-2. Poccua, 2006. Pexuccep Onpra IlepyHoscxas. Cyuenapucter: Poman Pomanos, Asexc Jlerat, Bacumuii Vpanos u 
ap. Axtepsi: Mpap Karem, Bragyumup Crepxaxos, Muxann Mamaes wu ap. Komequa. 
Cryyents1 International. Poccua, 2006. Pexuccep Omsra IlepyHoscxas. Cyenapuctser: Butranuit Wnanno, Bauecnas 
Hycmyxametos, Ayexceit Tpourtok u ap. Axtrepbi: Esresuii Kynaxos, Esrenua Bonkospa, Anexceti Jlonrun, KOnma 3umnua, 
Anxexcanyp Ilamsunkos, Banepuit 3on0tyxuy, AnexcaHyp Hanxpatos-Yépxsm, Bragumup Crepxxakos, SBemuua brépanc ui Jp. 
Komen. 


2007 
Wcue3nyBmias umMnepua (JloG0Bb B CCCP). Poccua, 2007. Pexuccep Kapen WWaxna3apos. Cuenapucrsr: Cepreii Pokoros, 
Esrennit Huxumos. Axtepst: AsexcaHap Jianun, JIngua Muntosuya, Erop bapanoscxuii, Wpany Kynpeenxo, Apmex 
J>xurapxanan, Onbra TymMaiikuua, Buagumup Vspnu u ap. J[pama. 
Kagetcrso. Poccusa, 2006-2007. Pexuccepsi: Cepreitt Apnanos, Banentun Kosnoscxui, Ilasen Vruatos u ap. Cuenapuctsi: 
JIeonuy Kynpugo, Anexcanyp byspmko, Cepreti Onexauk vu yp. Axtepsi: Amexcanyp Tonospuy, bopuc Kopyesuuxkos, MBax 
JloOpoupapos x Ap. Komenna. 
Tloranos, k yocke! Poccus, 2007. Pexuccep Anexcanap Opsos. Cuenapucrsi: Tamapa Kproxosa, Amexcanyp Opsios, Cepreit 
Tapacos. Axtepsr: Amexcanyp OnetuuKos, Butasmmi Kynaxos, Mapus Momuna, Banepua Xapyuna, Jina AxeypxKakoza Ui Jp. 
Komen. 
Csos komanya. Poccua, 2007. Pexuccepsr: [murpuit Ilanyenxo, Buxtopua Opmosa, Onyapy JImByes. Cyenapucter: Kupwui 
Kep30x, J[mutpuit Uepodaxos, Enena Mmamopa, J[mMutpuii Kypunos, Tatbana Manaxopa, Emnena PomaHenxo, Muxaui 
Ienzpuuckui, Muxann benensxui, Tatpana [ynjenko, Mapua KpamenunnuKosa. Axtepsi: Bayecnas Kynakos, AHactacua 
Iexosyosa, Mpuua Lpreuua u gp. /[pama. 
Yuntesb B 3aKone. Poccua, 2007. Pexuccep Anexcanyp Moxos. Cuexnapucrsr: Amexceli Iloqocenos, Anexcanyp Moxos. 
Axteppi: KOpnit bensaes, Hatanma Boosuua, Kpucruna baOyurkuna u ap. J[pama. 
Wkoua Ne 1. Pocensa, 2007. Pexuccepsi: Kupusn benesuy, Ciosens Cyntanopa. Cuenapuct Enena Bopobett. Axtrepsi: Aprém 
Kpecruuxos, Cepreit Hasapos, Mapua Koctukosa, Anuua Crygqumuua, JIana UepOakoza u ap. [pamatwueckas komequa. 


2008 
Bs3pociaa oKv3Hb 4eB4YOHKH [loumHbr Cyédornnoi. Poccua, 2008. Pexuccep Anexcanyp Cypuxu. Cyenapucr Asma 
Kpunuupia. Axtepst: JIro6oss Tuxomuposa, Enu3apeta Apsamacosa, Asexceli Kpapyenko u ap. J[pama. 
Bspocimbie urppr. Poccus, 2008. Pexuccepsr: KOpuit Unpun, LOsnma Mopezsa, lOpuii Apyxnunn. Cyenapucrsr: Esena 
JIackapepa, Anena Tonopam, Anactacus Bomkospa, MHHa Bosutox, KOnma Munanosuy, Enena Meypenesa. Axteppi: Mapua 
Kammopsa, CtertaH Ctrapynkos, EkatepuHa Kadax, Oner Mopo3os u ap. Memoypama. 
Bce ympyT, a # ocranycb. Poccus, 2008. Pexuccep Banepua Tati Tepmanuxa. Cuenapuctsi: Anexcanyp Pogwonos, lOputi 
Knapques. Axtepsi: Ilommaa Ounonenko, Argus Ky3Heyosa, Onsra Lysanosa, KOnma Anexcanyposa, Jjonatac Ipyqosny u 
ap. Jpama. 
IIpukosb Ha nepemenke. Poccus, 2007-2008. Pexuccepst: Buxtop PyguHnuenxo, Uropp Wupokxos. Cuenapuctsi: Ana 
TiompnanHopa, Mropp bpycenyes. Axtepsr: Peo Wesuyx, Bacunui Paxma, Bnanucnas Jlemugos, J>xeiimc bormoy u gp. 
Komen. 
Pospirppum. Poccua, 2008. Pexuccep Anypeti Kyqunenxo. Cyenapucrsr: Anexcanyp Kayaxw, Anypelt )KurKos. AKTepsl: 
lOpuii Ky3sHeyos, Wpuva Kyryuenxo, J[murpuit Jroxes, JmMurpuit Xapatpav, Epyoxua epmanosa u yp. Komequa. 
Cruasaru. Poccusn, 2008. Pexuccep Banepnit Toqoposckui. Cyenapucr KOpuit Koporkxos. Axrepsr: Axutou army, Oxcana 
Axkuubplinna, Esresua Bpux, Maxcum Marsees, Exarepuua Buskosa, Cepreii Tapmau, Oner Ankospckuii, Upnna Posanosa, 
Jleonny ApMompuuk, Anexceti TopOyuos u zp. My3pikabHasa Apama. 
Tpoe c miomaqu Kappouag. Poccua, 2008. Pexuccép Buxtop Bonkos. Cyenapucts: Bnaqucnas Kpanupun, Buxtop Boskos 
(aBTop HoBectu Buagucnas Kpanupun). Axteppi: Maxcum JIadactos, Bana Jenucos, Hatanba Kopenuas u ap. J[pama. 
FOuenpka. Poccua, 2008. Pexuccep Anexcanap Crpwxenos. Cuenapuctsr: Angpett Kypetiunx, [puropuit Iloa3emenpupii, 
BanentuH Crupuyouos. Axtepsr: Jlappa banadanopa, Mapat bamapos, Oxcana Jlaspentsespa, Amexcanapa J[pixue, Upuna 
Kynuyenko 4 ap. Muctwueckuit tpwuiep. 
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2009 
Bapsuxa. Poccusn, 2009. Pexuccep Esrennit JIlaspentbes. Cuenapucrsi: Ulypa Huxutay, Anexcanyp Uangpanan, Una 
Aptuounos u yap. Axtepsi: JIsuxa ppry, Mapuua Opsospa, AnHa Muxatinoscxas, AHHa XubKesu4, Enena Mepxysioza u Jp. 
J{pama. 
Kppbima. Poccus, 2009. Pexuccep bopuc Ipayescxnit. Cuenapuctsi: puna bypzeuxosa, bopuc [pauescxut. Axtepsr: Codpa 
Apxosa, Mapua benosa, Andbuca Uepuerx, Mapua Ulyxumua, Banepuit Dapxanmu u ap. J[pama. 
Ocropoxno, jeTu! Poccusa, 2009. Pexuccep u cyeHapuct Cranucsas Jledeqes (aBptop nosectu B. Honos). Axtrepsr: Bcepomoy 
Huxkonaes, Anexcanap Curyes, Cepreit Tapmaui u ap. Komen. 
C uépuoro xoga. Poccua, 2009. Pexuccép u cyenapuct Cranncnasp Mutun (aptop ofHouMeHHOM ToBecTH Muxans Poumn). 
Axtepsi: Cpermana Hleqpuna, Buagumup Ky3xeros, Cepreti [amos u ap. Mesoypama. 
Yunuka (Cyg). Poccua-benopyccun, 2009. Pexuccep Anzpeit Cunkuy. Cyenapuctsr Buxtopusx ApyeeHko, CBeTiana 
@pwuuucKkas. Axteppi: Hatanma Baosuna, Apocuas boiiko, Anexcanyp Tonmy6es u ap. pama. 
UWépnan Mosnusa. Poccua, 2009. Pexuccéppr Anexcanyp Botituuckuii, JImurpuii Kucenés. Cyenapucts: J|mMutpuii 
Asetuukos, Amexcanap Taman. Axteppit: [puropui JoOprrun, Usan )KugKos, Buxtrop Bep»xOuuknit, Ceprett Tapmai, 
Banepuii 3onoryxuu u Ap. DantacTuKa. 
Uyueno-2. Poccus, 2009. Pexuccep Cepreii Ky3Heyos. Cyenapuct Tanmna ApOy30na (aBTop moBpectu «Yy4eno 2, unm Urpa 
MOTBIIbKOB» - B. 1KemesHuKos). AxkTeppi: Emu3apeta buproxopa, Bacuamit Paxma, Monuna Janrox, Anéna badenko, Asexceli 
Bymyaxos, Biagucias Betpos u yp. J[pama. 


2010 
Aetam 70 16... Poccusa, 2010. Pexuccep Anazpett Kapyn. Axtepsi: JIanxa ppry, Anna Crapmiendaym, Hasen Upumyanniit, 
J\mutpui Kydacos, Pogquon Jlomrupes, Anexcett TopOyHos, Upuna Mepuasosa, Anexceit Wepuenkos, Obra Xoxsopa, 
Banepuii Toxoposckui u ap. Menoypama. 
Kpemsésckue kypcantpl. Poccua, 2009-2010. Pexuccepsi: Banentun Ko3noscKui, JmMutpuli Unpxos. Cuenapuctor: Jleonuy 
Kynpuyo, Anypet Unpypux, Anexcanyp Kyurmapenko, Banentuun Vpanos u ap. Axtepsr: Jlenuc bepecues, [lanes beccouos, 
Apuctapx Beuec u ap. Apama. 
Crapmweksaccnnku. Poccua, 2006-2010. Pexuccepsr: Aqpura 3axpxxescxas, Tlerp Cmupxos, Ilapen Cumonos, Tatpana 
Cumonosa, TammuHa Mypta3una, Kaponmna Kydpuuckas, Ilonmna baxapescxaa, BanentuHa Mosonpxopa, Jlenuc IIn6aes, 
Muxans CmupHos, Omer Tumjenko. Cryenapucter: Tlerp CmupHos, Mapua Ourmancxas, AnTou 3nHueHKO, Ilertp Buykos, Anya 
Kymaueza, Mpan Munson, Anexcanypa JlycHuxosa, CBpermaHa Cusax, Jjamup Canum3aHos, Muxaum Donmy. Axtepsr: Aprém 
Axuykos, [lomuna baxapescxas, Anexcanap baxapescxuit, Haramsa baxmatosa u yp. /[pama. 
Panetku. Poccua, 2008-2010. Pexuccepsr: Cepreii Apnanos, Banentun Ko3nopcxui, Kapen 3axapos, Oner CmMosbHuKos, 
Auygpett Tonoskos. Cyenapucrsr: Tatruana Jloncxas, Onsra Ilepuenxo, Hatansa Ha3aposa u yp. Axtepsr: Anya PyyHesa, 
Hatanba Muspunuenko, Esrenua Orypuosa, Banepua Ko3sosa u ap. My3pikasibHad KOMeMA. 
UWkona. Poccus, 2010. Pexucceppr: Banepua Tati Tepmanuxa, Pycnan Manuxos, Haranua Memannuosa. Cienapycrtsl: 
Hatanba Bopoxout, Henmu Brtcoukas, Bayecnas JlypHenKxos, KOpuii Knapques, Usan Yrapos, Onsra Jlapuonopa. AKTepst: 
Anxexceli JIursunenko, Banentuua JlyKauryx, Anua [lenenesa, Hatanba Tepemmkosa, Uropp Orypuos, Avnatomuii Ceméxos, 
Eneua IlanaHopa, Ariexcanapa Pedenox, Hatanpa Cameras u mp. J[pama. 


2011 
Bean Bopona. Poccna, 2011. Pexuccep Cepreii brictpuukuit. Cuenapuct Anpxdeta Topuuper. Axteppi: [napupa 
Tapxanosa, Vsan )Kugkos, Anexcanyp Jloie u ap. Menoypama. 
3o0n0TbIe. (bapBuxa-2). Poccua, 2011. Pexucceppr: Muxann Conoppés, Bragucnas Kanryp. Cuenapuctsi: Enena JItobapcxaa, 
Ipuropuit 3enpuep. Axtepsr: JItaxa Ippry, Haranba Bapoo, Mapuna Opmosa, Anna Muxaiinoscxaa, Auypei J[ementpes, 
Aprtém Bonkos, Pasmana Kypkosa, AnHa XwibkeBn4, Enena Mepxysosa ui gp. /[pama. 
Tlanuner joukn. Poccun, 2007-2011. Pexuccepsr: Cepreii Angonun, Upuna Bacunsesa (I), Anexcangp )Kuramknu, 
Banentuy KosnospcKui, Onyapy Pay3roxesuy, Mpan Aranos, Oner CmMombHuKos, Kapen 3axapos. Cuenapuctsi: Bayecias 
Hycmyxametos, Amexceii Tpourox, Buranuii Winanno, Unpa lonexaitkun, Anypei Jleppxos, Anexcanap Daspumpuux, Ackap 
Bucem6nu, Jlesuc XopoutyH. Axtepsi: Angpeti JIeonos, Ossra Bomkosa, Mupocnapa Kapnosuy, Anacracua Cupaesa, 
Enmsapeta Apsamacosa 4 Ap. Komenma. 
Yuueep. Poccua, 2008-2011. Pexuccepsr: [étp Tounnun, Upan Kutaes, Poman Camruu, Kanna KayHuKkopa. CileHapHctst: 
Bayecnas Jlycmyxametos, Ceméu Crrenaxos, Wea Tomexatikua, Maxcum Ilemmxos u yp. Axtepsi: Angpelt Tatizynan, 
Banentuua PyOyosa, Butanmit Poryucxuii, Mapua Kookesuukosa u ap. Komequa. 
VWucrutyt 6naropoanerx jesuy. Poccus, 2010-2011. Pexuccepsi: Jleonuy beno3soposuy, Cepreit Janensn, KOpuit Tlonosns, 
Onpra Ipexogza, Caxat JlypcyHos, Banepuit PoxKo, Anexcanyp 3emeHkos. Cuenapuctsi: KOpuit benensxuit, Enena Jlackapesa, 
Auactacua Bonkosa, Cepreit Kymmmup u ap. Axrepsr: Amuca Canernua, Anexcanyp Apcentses, MBan Konecunkos, Kcenna 
Xanposa vu yp. J[pama. 
@y3nka win xumMusa. Poccusa, 2011. Pexuccep Pamuns Cadutos. Cuenapuct Bacunuii Ilapnos. Axtepst: JIroOoBb [epmanosa, 
Azexcanyp Cmupxos, Buxtopusa Tomropax, Mapua Buxtoposa, AnHa Hexscxas u ap. Menogpama. 


160 


2012 
Aenb yantean. Poccna, 2012. Pexuccep u cyenapuct Cepreti Moxpuykui. Axtepsit: Anatonmmi Kot, Cpermana Hemomsesa, 
Upuna Paxmanosa, JItogmMusa TuTosa u ap. Komequa. 
3aKkpbitaa unmkoa. Poccua, 2011-2012. Pexuccépsr: Omer Acanynuu, Konctaytun Cratckuii, Anton Hosocemsies, 
KonctantuH Maxcumos, Mapx Topodeu, Angzpei 3amucos, AnexcaHyp 3eneHKos, Ceprei [mmmxos. Cuenapuctsi: Asia 
Makcumeuko, JlycuHs Maptupocan, Oxcana Bacuna u yp. Axteppi: AnToH XaOapos, Tarpana Bacumeesa, Ilapen Upwryansiii, 
Asexceli Kopakos v4 ap. Mucruyeckuii Tpwsuiep. 
Ocropoxuo: AeTu! Poccua, 2012. Pexuccepsi: KoncrantuH Mam, Bnayucnas Huxonaes, Dégop Kpacwonépos. CueHapucrst 
Jleonny Kynpuyo u ap. Axrepst: IMutpuit benoyepkoscxuit, Mapua JloOpxuuckas, Anexcett Papxkos u ap. Komegua. 
Tlocae wurkoust. Poccua-Icronua, 2012. Pexuccepsi: Anapeti bonresxo, Bnagumup IIpecuaxos, Omer Ilpecuaxos. 
Cuenapuetsi: Bnaaumup Ipecuakos, Oner IIpecuaxos. Axtepsi: Cepreit Laxypos, Muxaun Ilopeyenxos, Muxaun Tpyxuu, 
Kcenua Pannonopt, Anexcanap Topyox, AdHa Muxaskosa u ap. My3bikasibHad KOMeqMA. 
Uacrnoe nmnonepckoe. Poccua, 2012. Pexuccep Anexcanyp Kapnunosckuli. Cyenapucter: Anexcett bopogayés, Amexcanap 
Kapnusosckui, TarbaHa Mupomnux. Axteppi: Ceméu TpecxyHos, Erop Kiunaes, Anduca Buctunray3eu, KOnua Pyroepr, 
Csetsana Mpanosa, Bnagumup 3aiyes, Upuna JImnyr, Pauca Pa3sanosa, Poman Maysanos u ap. /[pamarwueckas Komequa. 


2013 
Teorpad raodyc nponusa. Poccus, 2013. Pexuccep Anexcanap Benequuckui. Cyenapuctsr: Anexcanap Benequuckui, 
Banepuit Toxoposcxuii, Pays Kydaes (astop ofHOMMeHHOrO pomana — Asiexceiti MBanos). Axteppi: KoncrantuH XaOeucKnit, 
Enna JIagqosa, Anexcanyp Podax, Esrenua bpux, AnHa Yxosiopa, Arpummuua Crexsosa u ap. J[pama. 
Kaxya. Poccua, 2013. Pexuccep Imurpui Tropux. Cryexapuct u aBrop oJHOMMeHHON HoBecTH Anypel Tenacumos. AKtTepsl!: 
Muxana Ipyoos, Poman Kypupin u gp. J[pama. 
VW mapuxK sepnétca. Poccua, 2013. Pexuccep Banepuit Jesarunos. Cuexapuctsi: AnHa Anocosa, Jlapuca JleoHeHKo. 
Axtepsi: TatbaHa Kocmayésa, Exarepuna Tpazposa, Homma MusoHenKo u Ap. Menogpama. 
Kuaraccnas wiKosa. Poccua, 2013. Pexuccepsi: Akop IInotkuyH, ExatepuHa Kopaderpunk, Jlapba Kapacepa. CreHapucTsi 
Asexcanyp Mapxuu u ap. Axtepst: Ilerp Bunc, Anéua Dannmapgt, [lapen Kadanos u ap. Komenna. 
CemuupetTuk. Poccus, 2013. Pexuccep Enn3apeta Tpycesuy. Cyexapucts:: JmMutpui Tonumyk, Envsapeta Tpycesnu. 
Axteppi: Cpetsiana Hemossesa, Mpan Opauckuit, Anna Ilore6ua u ap. Menogpama. 
Taiinbl wHCTHTyTa GaropoqHEIx AeBun. Poccna, 2013. Pexuccepsr: Ceprett JJanenau, Caxat JlypcyHos, Anexcanyp VW. 
Crpoes, bara Hequu. Crenapucter: Muxaun benesbxuii, (Opn benessxuii, Buranmi Tlonocyxuy, Cepreti Kymuup u gp. 
Axtepsi: Amuca Caneruua, AnéHa Co3uHosa, Homuna benenbkasa u ap. pama. 
YuueBep: AeHb OTKPBITHIX [Bepeli. Poccua, 2013. Pexuccep Poman Hosukos. Axtepsi: Anya Ky3uHa, Pomau Iletpexuxo, 
Anexcanyp Jlynepaitu, Apapat Kenyan, Vea Tonexatixun, (Onma Danvuenko u ap. Komequa. 
Yuunteb B 3aKkoHe. Bo3Bpamenue. Poccusa, 2013. Pexucceppi: Cepreii Bunorpagos, Pyctam Ypa3aes. CiueHapucrTst: 
Bacunmit Urepun, Anypeii Tapraxos. Axtepsr: HOpuit bessaes, Cepreit Bexcnep, Hatanmua AntoHosa, Oneca Cya3MoBcKas, 
Buagumup Ctexsios u ap. pama. 
Ifena s1100Bu. Poccua, 2013. Pexuccep Anexcanyp XBaH. Cuesapuct Mapua Huxutuna. Axteppi: Anna Hescxaa, lOpnit 
Batypuu, Anacracua Martseeza u yp. Menogpama. 


2014 
Asgenuka “3 Tlountanku. Poccus, 2014. Pexuccep Cepreii Pycakos. Cuenapuctst Cepreit Pycaxos, Banepuit 30BcKknii, 
Makcum benosop. Axteppt: Buxropua Macnopa, Ammua Mynuna, Huxonait Jjooppraun u zp. Komegua. 
Amxesmka. Poccua, 2014. Pexucceppi: Panga Hosuxospa, AnToH @exoTros, Banepua VMBanoscxas, Anton Macusios. 
Cuenapnuetsi: Upuna Kypasnésa, Jlenuc Ocramuyx, Jlexuc Bopouai u ap. Axreppr: Anxesuxa Kamummpuna, Kcenua Termosa, 
Mapua baesa, JIroOosp Tomkanmua u ap. Komequa. 
Buinyckuoii. Poccun, 2014. Pexuccep Bcesonog bpogckuit. Cuenapuctsi: Anexcanap He3no0nn, Ceprett Caetnakos, Unpa 
Bypeu, Amurpui Henmmyos, Tumodeit 3aiiyes. Axtepst: Buxtop [pyges, Kpuctuna Vcaiikuna, Obra Xoxmopa, Cepreti 
BypyHos u ap. Komequa. 
AHeBHHK MaMBI NepBokKsaccuuka. Poccua, 2014. Pexuccep Anypeit Cunkuy. Cyenapuct Mapua 3Bepeza (aBTop noBecTu — 
M. Tpay6). Axtepsr: CBetmaHa Xoqyenkosa, Juma TomyHuu, J[mutpuii Exnanpues u ap. Menonpama. 
Kurace Kkoppekuun. Poccua, 2014. Pexuccep Usan Taepyoscxui. Cuenapuctsi: WBan Taepyoscxui, Mapua bopoyaucxaa, 
J\mutpuit JIanuuxun (10 ogHOMMeHHOM KHUre E. Mypamiosoi). Axteppt: Mapua Iloe3xaepa, Dunn Apyees, Huxuta 
Kykxymikuy, Aptém Mapxapsau, Upuna Buxosa u ap. /[pama. 
Maspunkn + qepoukn. Poccua, 2014. Pexuccep Esresuii Coxonos. CueHapuct Esrennii Dponos. Axtepst: Aptém Munn, 
Buaya Jlyxuna, Hatanba Menpuiopa, Anypeit Maxcumos u yp. J[pama. 
Oseuka Jlonmm Oba 3am W paHo ymepa. Poccua, 2014. Pexuccep Anexceti I[mmManos. Cuenapuctsi: Tamuna 
Camprapenmm, Enena Ceposa, Anexcett TTumanos. Axtepsr: Jjanuna UWlesuenxo, KOnma Capuyesa, Buxtop Cyxopykos 4 Jp. 
@antactuka. 
Yuntesas. Poccua, 2014. Pexuccep Bapnan AxonaH. Cyenapuctsr: Onsra Jlapwonopa, Ava Palicxas, KOnua Pa3ymoscxag. 
Axtepsi: Mapx boratsipés, Obra KpacpKo, puna Po3axora u ap. Menoypama. 


161 


Al ne Bepnycs. Poccua — Icronusa — OunanAUA, 2014. Pexuccep Unpmap Paar. Cuenapuctsr: Apocnasa Hymmyosuy, Omer 
Ta3e. Axteppi: [onuna Iyurkapyx, Buxtopua Jlodayesa, Angpeti Acrpaxanues u ap. J[pama. 


2015 
Kamu. Poccna, 2015. Pexuccep Cepreit Tyckenanmc. Cyenapuctsr: Anexceit Cnanoscxui, Cepreit Ilyckenammc. Axtepst: 
Asexceli CepeOpakos, Aca Jlomckaa, Arpummuna CTexopa u ap. J[pama. 
IIpu3pak. Poccua, 2015. Pexuccep Anexcanap Bolituncxuli. Cyenapuctsr: Oner Manopwyuxo, Anypet 3onorapes. AKTepsI: 
@Ménop BonzapuyK, Ceméu Tpecxyuos, An Lannux, Uropp Yrombunkos u wp. Muctwueckas KoMequA. 
Padora Hay ommé6Kamn. Poccuan, 2015. Pexuccep Cepre Tuprenb. Cuenapucr ExarepyHa Anyepcon. Axtepbi: Oymra 
Bypuaxopa, Anexcanyp Huxutun, Bepa Honakosa, Anexcanyp Jlymeuxun uv ap. Menoypama. 
Ceapckni yantesb. Poccua, 2015. Pexuccep JmMurpui Copoxun. Cuexnapucrsi: Anactacua SKapesa, Kupa Xyyoseit. 
Axtepsi: Aprém Cemaknu, Upuna Tapanunk, fOnma Koxpatcxas u ap. /[pama. 
Snapta. Poccusa, 2015. Pexuccep Erop bapanos. Cuenapuct Unpa Tunsxun. Onepatop lOpuit Kopobeitunkos. Axtepst: 
Asexcangp Tletpos, Aprem Txayenko, Asuca Jlososcxas, Banepua UIkupango, Oxcana basuesuy, Onpra Cyrysosa u ap. 
JlerekTus. 
Yunuka. Poccua, 2015. Pexuccep Anexceti Terpyxuu. Cuenapuctsi: Exatepuua Acmyc, Anexceii Ilerpyxuu. Axtepsi: Upnna 
Kynuenkxo, Anua Uypnua, Anazpeit Mep3muxun, Po3sa Xatipynsmua, Anuca Dpedenmukozpa, Onpra Eroposa, Amexceit OrypyoB 
vw ap. J\pama. 
Wacruoe nvonepckoe. Ypa, Kanuky.bI!!! (AacrHoe muonepcKoe -2). Poccus, 2015. Pexuccep Anexcanyp Kapnusosckni. 
Cuenapuetsr: Oner Cuporkun, Ama Dycepa, Mapuua UIuxaneesa, Anexcanap Kapnuoscxuit Tatrbana Mupommux. Axtepst: 
Cemén TpecxyHos, Erop Kimuaes, Anduca Buctuuray3eu, Bacusuit Muuyenko u ap. Komegua. 
14+ Poccus, 2015. Pexuccep u cueHapuct Angpet Sates. Axteppi: TneO Kamoxnemii, Yopana Bacbkosyy, Onpra 
Osonnannus, J[mutpuit bnoxun, Mpuna Pponosza, WWangop bepxemm, JmMurpuit bapnuos u yp. Menoypama. 
A — yantesb. Poccua, 2015. Pexuccep Cepreti Moxpuukul. Cuenapuct Anexceit bopogayés. Axteppr: Asexcangp Kosryuet, 
TOmma Hepecunsy, Anapeti CMomakos u ap. J[pama. 


2016 
Jipa oTna u Ba cprna. Poccua, 2013-2016. Pexuccep: Panga Hospukopa. CueHapuctsi: AnexcaHap Tpodumos, Cepreii 
Ca3onHos, Bacumuit Cmomnu, Ceprett JIedeqes, Anexceti Akumos, Cranucnas CynpKxo, Anexcangap 3apropoqHHi, AmeKcaHyp 
Kacpaxos, Cepreit Baponos. Axtepsi: J(mMurpuii Harnes, Maxcum Cryyexnoscxui, Wea Koctioxos, Buxtopusa Jlyxkuna, Anna 
AkyHuna, Canuna Ilerpopa, Amuka CMexoza u ap. Komequa. 
JiioOuMaa yauterbHna. Poccun — YKpanna, 2016. Pexuccep Jleonuy beno3soposuy. Cuenapucrst: Mapua bex, Enena 
Borixo. Axteppr: Asmua Cepreespa, Oner aac, Onsra Payuyx, Anena Y310K u ap. Mesoypama. 
ITleppokypcnnuya. Poccua, 2016. Pexuccep Banepuas VBaHoscxas. Cuenapuctsi: Esresuit Kypatos, Bagum W®omuubix. 
Axtepsi: AnHa Tapatopkuua, Exatepwua Cumaxoyckas, Amexceti AHumeHKO, Apuctapx Benec u ap. Menogpama. 
Yuusep: nopan oOujara. Poccua, 2011-2018. Pexucceppi: Pyctam Mocadup, KoncrantuH CmupxHos, Makcum 3pIkos, 
Tumoden WUloranos. CieHapuctsi: Esrenuti Codones, AHToH KomnOacos, Maxcum Baxutos, FOnua Tanwuenxo, Vina 
Tlonexatkun u yp. Axtepsr: Butranmi Toryucxuii, Apapat Kenyan, Cranucnasp Apymun, AnHa Ky3una, Hacracpa 
CamOypcxas, AnHa XvuipkeBny u Wp. Komequa. 
Yuennk. Poccus, 2016. Pexuccep Kupunn Cepedpenuukos. Cuenapuctsit: Kup CepeOpesuukos, Mapuyc dou 
MaiienOypr. Axrepsi: Buxtopusa Mcaxoga, [lérp Cxaopuos, Anexcanyp Dopuumun, FOnma Ayr u ap. J[pama. 
Yuntesb B 3akoHe. CxBatKa. Poccus, 2016. Pexuccepsi: bopuc Ka3axos, Anexcanyp Kamyrun. Cuenapuctsi: Kamu 
3axupos, Buxtop Mnxees. Axteppi: FOpuit benaes, Uropp MupxypOanos, Anexcanapa DnopuncKas, FOpuit Lypuno u mp. 
J{pama. 
@Mus3pyk. Poccusa, 2014-2018. Pexuccepsr: Cepreit Cenyos, Dégop Cryxos, J[Mutrpui Tyoapes. Cuenapucrsi: KoncraHTHu 
Maiiep, Anexcanyp Bamix, Kcenua Boposuna, Muxann Uncros, Anexceti JIammuesp u yp. Axtepsi: JmMutpuit Harues, 
Anxexcanyp Topyon, Ilommua Ipenu, Anacracua Ilannua u ap. Komen. 
Xopommi Manbunk. Poccua, 2016. Pexuccep Oxcana Kapac. Cuenapucrsr: Muxaun Mecreukuii, Oxcana Kapac, Pomay 
Kantop. Axteppi: Ceméu TpeckyHos, Anactacua boratsipepa, Bacunmit byrkesuy, Muxann Edpemos, Vesa Angpeesaiite, 
KouctaHTuH Xadenckuit, Upuna Jlenucosa, Tatpana Jlorusesa, Upuna Ieroza u ap. Komenua. 


2017 
Peambubie nananpt. Poccua, 2010-2017. Pexuccep )KanHa KaquHukopa. CueHapuctst: AHTOH 3alitjes, 2KanHa KayqHukosa, 
Makcum Onammees, KOpui Osynnnukos, Jlequc Wenn. Axteppi: Huxonaiti Haymos, 30a bepOep, Anton borganos, 
Buagumup CemmBanos, Cranucsas Tasmes, Mapua Ckoppuukas, Banentuna Ma3yuuua u ap. Komenua. 
I[puraxenne. Poccua, 2017. Pexuccep DWégop bonyzapuykx. Cuenapucrsr: Oner Manosuuxo, Anapeli 3omotapes. AKTepsl: 
Upnua CrapuenOaym, Oner Menpumxos, Anexcanyp Ilerpos, Huxura Kyxyurkun u ap. Dantractuka. 
@uadpak. Poccua, 2017. Pexuccep Méqop Crykos. Axrepsr: Jlesuc Tlapamonos, Amexceti 3ono0ToBuukHi, Bacnmii 
Tlocnesos, E~um UWindpun, Anexcannpa boptuy, Anexcei JIvrBunenko u ap. Komegua. 
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Cnactu Iymurmkuna. Poccna, 2017. Pexuccep Oununn Kopurynos. Cyenapuct Enena Ucaepa. Axtepsi: KoncrantuH Kproxos, 
Upuna Kpyrux, Asexceti Jlykuu u yp. Komequa. 


2018 
pa ognnoyectsa. Poccua, 2018. Pexuccep Butrannit Mantoxos. Cyenapucts: Cranucias Bepecenes, Buramuii Mantoxos. 
Axtepsi: [puropui Beppux, Engoxua CmupuHora, Mropp Bepunx u ap. J[pama. 
Aomammnii apecr. Poccua, 2018. Pexuccep Hetp bycros. Cyenapuctsr Cemen Crenakos, Maxcum Tyxanuu. Axtepsi: [apen 
J\epessnxo, Anexcanyp Podbax, AnHa YxouoBa, CBetmana Xoquenkopa, Mapuna Asexcanyposa u ap. Komegua. 
Tlocneqnee ucnbiranne. Poccua, 2018. Pexuccep Anexceit [lerpyxuu. Cuenapucts: Anexceii Ilerpyxun, mMutrpuit Unpxos. 
Axtepsr: Apuua Kymuenko, Upuna Andéposa, Anapett Mep3ruKun, Anna Uypnua u ap. J[pama. 
I[pourpannoe mecrto. Poccua, 2018. Pexuccep Hagexga Muxanxopa. CyeHapucrs: Oner 4 Bnagumup Ipecuakossr. AKTepst: 
Auua Muxasxosa, Upuna Maprtsienko, Huxuta Enenes u ap. DYWIbM yKAaCcoB. 
Yunska. Poccus, 2018. Pexuccep Angpe Cenmpanos. CyeHapucr Aunacracua Kacymosa. Axtepsi: Mapuua 
Konsmkuua, JIuaga JlIamunpm, AnexcanHap KonctaHTuHos 4H yp. J[pama. 
@u3pyk cnacaer Poccuro. Poccusn, 2018. Pexuccep Erop bapanos. Cuexapucrs: Konctaptun Maiiep, Anexcanyp besos. 
Axtepsi: /Murpuii Harves, Anacracua Ilannua u ap. Komen. 


List of films released by Soviet Studio of Childern Films (Soyuzdetfilm Studio) - 1936-1948: 77 films 


1936: Ait-yp 

1936: Orer 4 CBIH (He BbIIes Ha 9KpaHel) 
1936: Tpoe c oAHOM ysIMIbI 
1937: beneet napyc OMHOKUM 
1937: Becenble nyTeliecTBeHHHKU 
1937: Bo3sqyuiHoe NpukrOUeHHe 
1937: [panuya Ha 3aMKe. 

1937: JlyMa po Ka3axa Tonory 
1937: OctpoB coKpoBHul 

1937: Yiembe Aamacos 

1938: bopp6a npowomKaerca 
1938: Becenbie apTucTsl 

1938: Daitun 

1938: JlercrBo ToppKoro 

1938: Jloxrop AiOomnt 

1938: J[]py3ba “3 Tadopa 

1938: Iloe3y wget B Mocxsy 
1938: Ilo nyabemMy BeJIeHBIO 
1938: CemukmaccHuku 

1938: UenoBex paccesHHBIM 
1938: FOubie KOMMyHapsl 

1939: Bapa-KanmraH. 

1939: Bacunuca IIpexpacnaa 
1939: Bo3ayuinasa nouTa 

1939: B mroaax 

1939: Bpicokas Harpaya 

1939: KoMenyaHT NTH4bErO OCTpoBa 
1939: JIaHoe emo 

1939: Monoybie KanMTaHsl. 
1939: én commat c ppouta 
1939: FOnocTb KoMaHHpoB 
1940: Becenuuit noTOK 

1940: bpat repoa 

1940: [noe «Opma» 

1940: 3emna MonoyocTu 

1940: Mou yuuBepcutersl 
1940: CuoOupaku 

1940: Canapat FOnaes 

1940: Cryuait B ByKaHe. 

1940: Tumyp u ero KoMaHya 
1940: Akos CBepa10B 
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1941: B Taury Bpara 

1941: Kak noccopusica Vpan Vpanosuy c Veanom Huxndopopuyem 
1941: Konéx-opOyHox 

1941: IlepponeuatHux VBan Oéqopos 
1941: Pomantukn 

1941: Craps aBop 

1942: Boi nox Coko0M 

1942: )Kene3Hbmi ares (Ha 9kKpaH He BbILe) 
1942: Knatsa Tumypa 

1942: Jlecubie OpaTba 

1942: Ipuay u Hn 

1942: Crm Taypkukuctana 

1942: LBetix rorosutca K 6010 

1943: JlepMoHTOoB 

1943: Mapr-anpestb 

1943: Mi c Ypasia 

1943: Hossie noxox genus LBeitka 
1944: )Kvma-Opiia FeBouka 

1944: 30a 

1944: Kamei beccmepTuniit 

1945: TloequHox 

1945: IaTHaawatTuieTHui KaliMTaH 
1945: Cnon u BepéBouka 

1945: Dro Obii0 B JloHbacce 

1946: Bomputad 2KH3Hb 

1946: Kpeticep «Bapar 

1946: Mambunk c oKpaHHbl 

1946: TloxoxyqeHua Hacpenzquna 
1946: Cuneropusa 

1946: Crim nomka 

1946: A6n04Ko 

1947: Panopot Anexcanap Matpocos 
1947: Cenbckaad yanTesbHua 

1948: Kpacupiit ranctyk 

1948: IleppoxnaccHuya 
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